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‘‘What is a fine person or a beauteous face, 
Unless deportment give them decent grace; 
Blessed with all other requisites to please, 

To want the striking elegance of ease; 

Awkward, embarrassed, stiff, without the skill 

Of moving gracefully, or standing still.” 
CHUROBILL. 


WORLD-WIDE COMMENDATION 


HE German translation of Victor Sil- 

vester’s splendid book has already ap- 

peared in the second edition. Every 
teacher of Ballroom Dancing in Germany, as 
well as all good dancers who are interested in the 
best style have found this book to be indis- 
pensable. 

Germany has made great progress in Ballroom 
Dancing and is one of the best dancing nations. 
In the big competitions and championships, the 
leading German couples, both amateur and pro- 
fessional, have given their exemplary British 
colleagues, the hardest, but at the same time the 
most fascinating, fights. 

It is to the merit of Victor Silvester that he 
has helped in the most decisive manner to raise 
the standard of dancing in Germany. He has 
explained to all and demonstrated the perfection 
that canfbe attained in modern ballroom danc- 
ing. For those who are fond of knowledge, he 
has written the most intelligible, clear and solid 
book, that it is possible to write. 

J. Lewitan. 
Editor of the German dance 
magazine Der Tanz. 
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It gives me great pleasure to write about Victor 
Silvester’s book which is both practical and 
detailed, and consequently of great importance 
as an ald to attaining the highest standard of 
ballroom dancing, which the Danish Society 
*“‘Danse-Ringen”’, has always been adherent to. 
Because of this, Victor Silvester’s book is much 
used here in Denmark. 

There are plenty of dancing descriptions, in 
which a swarm of terms are used and the theme 
so mixed, as to make them nearly worthless, but 
the form which Victor Silvester makes use of, is 
so practical and well utilized, that it has only 
one fault—you can do without the dancing- 
master! 


Karl Merrild. 
President of the Danish 
Society ‘‘ Danse-Ringen.”’ 


It is with very great pleasure that I write to 
give my opinion of the books and teaching of 
Mr. Victor Silvester. 

Mr. Silvester bas been to Holland on three 
occasions, to give instruction at the Conferences 
of the Nederl. Vereeniging van Dansleeraren 
(Dutch Association of Teachers of Dancing) 
and his instruction was not only of great 
assistance to the members but also to everyone 
interested in ballroom dancing in this country. 

After Victor Silvester had been here, the 
standard of dancing and teaching became much 
higher than ever before, and he did more to 
raise the standard than anyone before him. The 
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rofession in this country are full of admiration 
or his ability as a dancer and a teacher. 

With reference to Mr. Silvester’s books, I 
should only like to say this—They are worth as 
many pounds as they cost shillings. The books 
are very helpful and wonderfully clear, and, in 
my opinion, it is essential that every teacher of 
Ballroom Dancing should have them. 

Mr. Richardson of the “‘Dancing Times” says 
that Mr. Silvester is an artist. In my opinion 
he is the finest instructor of ballroom dancing in 
the world, and also the best writer on the subject. 

H. Kwekkeboom. 
President of the N.V.V.D. 


In J japan, Victor Silvester’s books and articles in 

the ‘Dancing Times”’, have effected a great deal 

of influence upon us. Our Ballroom Dancing is 

steadily taking after the English style, which is 

upheld by him. I believe that very soon, Victor 

Silvester’s style will rule our whole dancing 
circle, in which his name is famous. 

Hyojiro Kato. 

Manager of the 

Takarazuka Kaikan. 
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Modern Ballroom Dancing 
ON DANCING 


pastime in the world. There has been no 

more striking development in social habits 
since the war than the rise of dancing to universal 
popularity. It is enjoyed by every class of the 
community and it is indulged in in all climates 
and weathers, no matter whether it be winter 
or summer, hot or cold, wet or fine. 

Dancing is the biggest social asset you can 
equip yourself with to-day. It leads you to 
hours of enjoyment where you will have every 
opportunity of meeting other people. It will take 
your mind off your troubles and worries. It will 
offer you the chance of putting on your best 
clothes and stepping forth into a gay colourful 
background. That, as any mind doctor will tell 
you, is a mental tonic. 

As an exercise, and for slimming, it is one of 
the healthiest in the world. It will give you 
mental poise, physical grace and fitness, apart 
from the pleasure you will derive from it. And 
rhythm is a prime essential to life. 

There are still numerous people who hesitate 
about learning to dance. They seem to imagine 
they will have to master masses of intricate steps. 
They look upon dancing as the acquisition of a 
set of trici:s. Nothing could be farther from the 
truth. The whole point about modern ballroom 
dancing is that it is built up on natural founda- 
tions. Its basis is the walk. If you can walk well 
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to music with good style and movement—you 
can dance. 

Good dancing, like every other sport or 
pastime, is a question of balance. Balance is the 
correct carriage of the weight of your body, and 
I ask my readers to pay particular attention 
to the chapter on this subject. It is the all- 
important factor, the fundamental principle of 
ballroom dancing. 

There is no prancing on tiptoe to-day. The 
good dancers glide in a smooth, silky style, 
effortless and simple. Dancing 1s “streamlined’’, 
Yet it 1s so easy to learn, providing you are taught 
correctly in the first place. 

The idea is still prevalent that dancing is 
always changing, that one no sooner learns a few 
steps than they are old-fashioned. Well, let me 
contradict that fallacy once and for all. Dancing 
is not doing numerous steps and being 
thoroughly up-to-date. It is possible to know 
the latest steps and yet be a shocking dancer. 
To dance well is to move well, to have balance 
and style, to use your body, legs and feet cor- 
rectly, heel and toe in the right place; to have 
rhythm, and to keep your muscles controlled 
and relaxed: to let your legs swing from the hips 
like pendulums, and to make everything look 
easy andeffortless. That is dancing. Itisnot What 
you dance, it is How you dance that matters. 

Dance-teaching to-day is standardized. This 
means that wherever you learn to dance in 
Britain, on the Continent, in the Colonies, or as 
far afield as Japan—if you go to recognized 
teachers who are qualified—you will receive the 
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same basic instruction. No longer does every 
teacher or school have their own steps, and 
technique. Every good teacher sets out to teach 
you good style, balance and movement. No 
trick figures or stunts, freak dances or odd styles. 
Like tennis, football, cricket, golf or any other 
sport you like to name, there is a reason for 
everything you do: movements are not a passing 
fashion or the current whim of any teacher. The 
basic principles are fundamental and cannot be 
changed. They are as permanent as the law of 
gravity. 

There are of course, always advanced varia- 
tions that the good and enthusiastic dance fan 
can add to his repertoire, but the basis is always 
the same. 

To-day there are four standard dances. In 
ten years time they will be exactly the same. 
They are the Quickstep, Slow Foxtrot, Waltz 
and Tango. There is also a semi-standardized 
dance—the Blues. 

My advice to beginners is to master the ele- 
mentary figures of the Quickstep and Waltz. 
Learn to do them with ease, good style and 
balance, then you will have something that will 
last you a lifetime. 

The English style (as it is known on the Con- 
tinent) has been copied and taught by prac- 
tically every good dance teacher throughout the 
world because it is admittedly the best. This 
book will guide you along the right lines to 
acquiring it. Afterwards go to a good teacher to 
consolidate what you have learnt from these 
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THE GENTLEMAN’S HOLD FOR ALL THE 
MODERN BALLROOM DANCES. 
(See sllustration). 


position, head naturally poised. Raise the 

left arm so that the hand is slightly above 
the level of the left shoulder: bend the arm at 
the elbow so as to effect a graceful and easy 
curve. The left hand should grasp the lady’s 
right hand so that it lies in his, with the palm of 
her hand downwards. The right hand should 
be just under the lady’s left shoulder-blade. 
Both elbows should be kept well up, without 
of course raising the shoulders. Remember to 
keep the’ left forearm, wrist and hand in a 
straight line. 

Hold your partner directly in front of you, 
or as near to directly in front as to be com- 

atible with your comfort. In Tango you should 
old your partner slightly more on one side (on 
your right hip). 

Steer and control your partner with your bod 
and right hand—not with your left. The left 
hand is held up for balancing purposes and 
appearance, not for leading your partner with. 

In the Tango, the left forearm is bent inwards 
more, so that the hand is held closer to the head. 
Also the right arm should be placed further 
round your partner so that your right hand is 
underneath be right shoulder-blade. 

26 


Spas in a perfectly natural and erect 
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THE HOLD 


tor Ladv and Gentleman 


THE LADY’S HOLD FOR ALL THE 
MODERN BALLROOM DANCES. 
(See allustration.) 


position, head naturally poised, looking 

over your partner’s right shoulder. Raise 
the right hand to the same level as your part- 
ner’s, keeping the palm of the hand downwards. 
The right arm should be bent slightly at the 
elbow. Raise the left arm and place the hand 
with the fingers close together, on the back of the 
man’s right upper-arm. Both elbows should be 
kept well up, without of course raising the 
shoulders. 

Never attempt in any way to lead or guide 
your partner, submit yourself entirely to him. 
Do not lean on him or anticipate what is coming 
next, just follow. 


G postic in a perfectly natural and erect 
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IMPORTANT POINTS TO 
REMEMBER 

1.—Relax all your muscles: don’t keep them 
taut. 

2.—Don’t hunch your shoulders or move your 
arms about, keep them perfectly still. 

3.—Keep your knees straight when you are out 
to the full extent of your stride. Apart 
from this they should be naturally relaxed 
the whole time. Stiff knees and bent 
knees look frightfully ugly: try to strike 
the happy medium. 

4.—Don’t hold your breath, breathe naturally. 

5.—Use your heels whenever it feels comfort- 
able and natural to do so. This will im- 
prove your balance, carriage and move- 
ment, and looks much better than being 
perched up on your toes the whole time. 
In some steps you put the heel down first, 
others the flat foot, and some toes first. 
(These I have described.) Practice and 
lessons from a competent teacher will put 
you right. 

6.—Always dance in time to the music, never 
out of time. 

7.—Don’t turn your toes out, your feet should 
be perfectly straight. 

8.——Take long steps straight from the hips: not 
too long, just the length of your natural 

18 
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stride, and skim your feet along the floor, 
in every dance except the Tango, where 
the feet are picked up slightly. 
9.—Always keep your legs close together when 

one foot passes the other: nothing looks 
worse than to see a person dancing with 
legs apart. 

10.—Be perfectly natural, don’t try and ape 
someone else or get an affected hold, 
people only laugh at you. 

11.—When you dance look as though you are 
enjoying it. 

12.—If you want to talk, sit out. 

13.—BaLance. (Very important. See chapter 
on this subject.) Waren Movine For- 
WARD (lady or gentleman) Tue WEIGHT 
OF youR BoDY sHOULD ALWAYS BE 
Forwarp. Do not push your foot out 
in front of you leaving the weight of your 
body back. If you do you will tread on 
your partner’s toes. 
WHEN Movina Backwarp (lady or 
gentleman) THE WEIGHT OF YOUR Bopy 
SHOULD ALWAYS BE Forwarp. To pre- 
vent your weight from being carried back, 
swing your leg well back from the hip 
and DO NOT LOWER YOUR BACK HEEL 
UNTIL THE OTHER FOOT PASSES IT. 

It is essential that you should master 
this thoroughly before attempting to 
learn a single step, if you wish to dance 
well and make it a pleasure for your 
partners as well as for yourself. 

Remember that whichever direction 
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you move in—forwards, backwards, side- 
ways, turning—the weight of your body 
must be forward—towards your partner 
without leaning forwards. 

14.—Use as few walking steps as possible in 
between the different figures which you 
learn. Try and amalgamate them where 
possible by making the last step of one 
figure the first step of the next figure. (See 
How to Construct the Dances.) 


BALANCE 
(See wllustration.) 

Good balance is the greatest essential to the 
making of a good dancer. Balance means the 
correct carriage of the weight of the body when 
moving backwards and forwards. If you can 
walk backwards and forwards with a partner 
and carry your weight in the correct place, it 
will not take you very long to dance well, but 
of course, to obtain good balance 1s a matter of 
Cpe Your legs must swing freely from the 

ips and at the same time your body must re- 
main naturally erect and upright. 

The rule to remember is that the weight of 
your body (lady or gentleman) should always 
be forward, towards your partner, in whatever 
direction you are moving. This does not mean 
to say that you must lean forward. As | have 
just stated, you must remain naturally erect. 

Here is a little suggestion: when dancing 
Think of yourself (lady or gentleman) as trying 
gently to push your partner over, when you are 
moving forward: and trying to stop your partner 
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BALANCE 


The greatest essential to the making of a good dancer. 


Note how the weight of the body 1s forward, both for the 
Lady and for the gentleman. 
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from coming forward, when you are moving 
backwards. Do not, of course, try any drastic 
pushing, but just keep that idea at the back of 
your mind: it will demonstrate where the weight 
of your body should be. If at any moment your 
legs were suddenly knocked from under you, you 
should fall on to your face and not on to the 
back of your head! 

Now let us think of it from the point of view 
of the legs or feet. 

As you go to take a walk forward, your weight 
must of course, be on the back foot, but remem- 
ber to release the heel of this back foot so that 
your weight is carried in a forward direction. 
When you are out to the full extent of your 
stride, you should be on the heel of your front 
foot and the ball of your back foot, your weight 
being central—evenly divided between both feet. 
A fraction of a second afterwards you should 
lower on to the flat of your front foot transferring 
your weight on to it. As you do this your back 
foot should be on the toes before it 1s released 
to move forwards. 

Now to take a walk backwards. Swing your 
leg well back from the hip going on to the toes 
of the foot first: this latter point 1s most impor- 
tant. You must use your ankle and go on to tke 
toes first—not the ball of the foot. As you take 
this step back, your weight must of course, be 
on your front foot. As you continue, your weight 
becomes central by lowering on to the ball of 
your back foot (not the heel) and allowing the 
toes of your front foot to leave the floor slightly. 
(You will now be supported by the ball of your 
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back foot and the heel of your front foot.) Your 
weight should now be transferred on to the ball 
of your back foot and the front foot should be 

ulled back with pressure on the heel. Your 
back heel should not be allowed to touch the 
floor until the other foot passes it. This latter 
point is of the utmost importance and it applies 
in every ballroom dance when you are moving 
backwards. If you lower your back heel too 
soon, the whole weight of your body is carried 
backward, thereby pulling your partner forward 
making it look most ungainly, and uncomfort- 
able for you both. 

In brief, when moving forwards, your weight 
must be on the back foot—central—front foot, 
and when moving backwards, it must be on the 
front foot—central—back foot.’ 


ContrRaRY Bopy MovEMENT 

For any dancer who wishes to attain the 
highest standard in the ballroom, it 1s necessary 
to have a thorough knowledge, both in theory 
and practice, of what is known as contrary body 
movement. 

To teach this to a beginner is futile: it can- 
not be learnt in a few lessons, and it is ridiculous 
to attempt it. It is reserved solely for those who 
have acquired good balance and movement. 
For a professional it is an essential of the utmost 
importance. 

To put it briefly, contrary body movement 
makes the difference between a straight line and 
a curve. In ballroom dancing these curves are 
obtained by turning your body slightly so that 
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the opposite hip and shoulder are towards the 
leg that you are stepping with. 

The four ways that contrary body movement 
can be used are as follows:— 

Step forward with the R.F. turning your 

L. hip and shoulder forward. 
Step forward with the L.F. turning your 
R. hip and shoulder forward. 

Step back with the R.F. turning the L. hip 

and shoulder backward. 

Step back with the L.F. turning the R. hip 

and shoulder backward. 

This movement is always initiated in the 
shoulders and carried down to the hips. 

Contrary movement must not be used indis- 
criminately, it is only used at certain times 
and in certain places, and I have mentioned 
where it should be used in my descriptions of 
the different steps. It is used on practically 
every turning step. 

It is important to remember that the opposite 
hip and shoulder should turn as you take your 
step, not after you have taken it. 

When this movement is introduced on a step, 
your body will face a certain direction. You 
must continue to face that direction, more or 
less, on all the following steps, until the next 
one on which you use contrary movement again. 

There is another form of contrary body move- 
ment, known as contrary body movement 
position, which occurs when taking a step aores 
your body. If you take a step forward with 
your R.F. across to your left, keeping your body 
facing your front, it will be noticed that you get 
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the same effect as if you stepped straight for- 
ward with your R.F. at the same time turning 
your L. hip and shoulder forward. 

This second form of contrary movement— 
contrary body movement position—is used on 
all “outside” steps; that is, on any variation 
where you step outside your partner or your 
partner steps outside you. It is also used very 
much in the Tango, and it occurs on other steps 
in ballroom dancing. 

The border line between contrary body move- 
ment and contrary body movement position is 
sometimes so slight that it is difficult to differen- 
tiate between the two. 

Another very important point to remember in 
both forms of contrary movement is that it must 
be used by the entire body from the feet up- 
wards. The commonest fault is for a person to 
break at the waist, turning the shoulders only. 
The entire trunk of the body must always turn 
in one piece without any break in the middle— 
at the waist. 

Another useful hint is to allow your back foot 
to turn inwards ever so slightly, when using 
contrary movement. Actually it is only pointin 
the way that you are facing but if you Thin 
of it as being turned inwards slightly, it will help 
you no end. The tendency with most people is 
to turn the back foot outwards. Doing this pulls 
on the hip muscles and prevents the hips from 
turning with the shoulders. 


Bopy Sway 
This subject, although not so important as 
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AN OU'PSTDE STEP 


This is the position that the dancer should be in tor any outside step, 
when the gentleman steps outside his partner or when he Jeads her to step 
outside him Notice the contrary body movement which enables the dan- 
cers to keep square to each other 
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Balance and Contrary Body Movement, is never- 
theless a very great asset towards the finished 
article. It should never be attempted by anyone 
but an experienced dancer. This slight sway of 
the body is introduced into the majority of turn- 
ing steps in ballroom dancing, in order to help 
you to retain good balance, and the inclination 
of the body should always be towards the centre 
of the turn that you are making. It also occurs 
on certain other figures apart from turns. 

In a ballroom you always dance round it 
anti-clockwise, and there are only two basic ways 
that you can turn, natural (right-handed) or 
reverse (left-handed). If you think this over for 
a few minutes, you will appreciate therefore, 
that with a natural turn you always sway slightly 
towards the middle of the ballroom, and with a 
reverse turn you always sway slightly towards 
the outside of the ballroom—the wall. 

Another and perhaps easier way of thinking 
of this is as follows :— 

For the Slow Foxtrot and Quickstep— 

If you have taken a “slow” step forwards 
or backwards with your R.F. then you sway 
to the right on the two “quick”’ steps follow- 
ing. 

{f you have taken a “‘slow” step forwards 
or backwards with your L.F. then you sway 
to the left on the two “ quick”’ steps following. 

For the Waltz.— 

If you have taken the ‘‘1”’ forwards or back- 
wards with your R.F. then you sway,to the 
right for the ‘2, 3.” 

If you have taken the “‘1”’ forwards or back- 
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wards with your L.F. then you sway to the 

left for the “‘2, 3.” 

In the Tango there is no body sway at all. 

The sway when introduced should be carried 
from the feet upwards, so that the whole of your 
body—legs, hips, shoulders, and head—is in- 
clined towards the centre of the turn that you 
are making. If a straight line were drawn 
through your body as this slight sway was intro- 
duced, it should divide you equally into two 
parts so that no one part should overlap. 

You must not sway over from the waist. 

This sway may be likened to a runner taking 

a curve on the track, he will naturally sway 
towards the centre of the track. The same with 
a cyclist taking a corner, or an aeroplane bank- 
ing. 
Do not forget that the sway must be very 
shght, and should you have any doubt what- 
soever, as to which way you should incline, 
leave it out altogether until you can get a pro- 
fessional to explain it to you. 

Remember, under no circumstances attempt 
this unless you are thoroughly experienced and 
have mastered balance, and contrary body 
movement and can construct your dances with- 
out any difficulty. 


MuscLE CONTROL 
You will all have noticed in the ballroom 
certain couples who move their arms about when 
dancing. This shows lack of muscle control in 
its most crude form. It is usually known as 
‘“‘pump-handling’”’. These people do not do it 
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intentionally, they simply cannot move their 
legs without moving their arms. 

The body should always be kept quite still: 
not stiff and rigid, but relaxed and controlled, 
and you should only move from the hips as you 
take your steps. To obtain perfect muscle con- 
trol is a matter of practice. As in every form of 
exercise, one desires to get the maximum effect, 
both in pleasure and health, with the minimum 
amount of effort, and it takes a httle time and 
perseverance to do this. 


STEERING 
This rests solely with the man, and it is his 
duty to follow the course of the ballroom, the 
line of dance, without making himself a nuisance 
to other dancers. He may, of course, move for 
two or three steps against the line of dance but 
only if there is no one in his way. 


POSITION 

Keep your partner in front of you, except in 
the Tango where your partner is slightly on one 
side (on your right hip). This is sometimes 
rather difficult if your partner happens to be 
nearly as tall as you are, for it is impossible for 
you to see where you are steering. Under such 
circumstances, it is better to hold your partner 
slightly to your right, on your right hip, but do 
not do this if it can be avoided. 

The position of the partners to each other 
should be close, so that both move as one person. 
If you look at the perfect dancing couple in 
profile, no space will be visible between them. 
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FEET 

For ballroom dancing your feet should be kept 
perfectly straight. There is nothing that looks so 
hideous or ungainly than to see someone dancing 
with their feet turned out. Your feet should be 
used in the same manner as when walking in the 
street, that 1s they should be dead straight. I 
would advise all readers to pay particular atten- 
tion to their walk, apart from dancing. Their 
whole appearance will improve if they counter- 
act the tendency to turn the feet outwards. 

In every dance except the Tango, some part 
of your foot—heel, flat foot, ball of foot or toes— 
should remain in contact with the floor through- 
out the entire dance. If you do this, using your 
feet correctly and keeping your weight in the right 
place, it will give youasmooth, gliding movement, 
instead of an otherwise bumpy and ungainly one. 

The footwork of a good dancer is beautiful to 
watch and it is only obtained by using the heel, 
flat foot, ball of foot and toes, at the right 
moment in the right place,, 


¥ ANKLES AND INSTEPS 

The muscles in the ankles and insteps should 
be supple and pliable. The majority of people 
do not use their ankles at all. If they are not used 
correctly they can upset the whole balance of 
your body. As an instance, when you step back- 
ward you should use your ankle so that you 
stretch back on to the toes of your foot. If you 
only go back on to the ball of the foot it will 
shorten your stride by four or five inches. Try 
this and see. 
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Also when moving forward you should make 
sure, before releasing your back foot that you 
have allowed it to go right on to the toes by 
using your ankle and instep correctly. 

This will make a world of difference to your 
dancing if put into practice. Should your ankle 
and instep muscles be stiff through disuse, it 
will of course, take a little exercise and practice 
to loosen them up. x 


¥ KNEES 

If you watch a good couple dancing, you 
should never notice their knees. If you do notice 
them, you may be sure that there is something 
the matter which has drawn your attention to 
them: either they are too stiff or too bent. From 
the point of view of a spectator a dancer’s knees 
should appear to be straight (not stiff, there’s a 
great difference) but actually in practice the 
knees should always be naturally relaxed (not 
bent) throughout, with the one exception of 
when you are out to the full extent of your stride 
when taking a step. For the fraction of a second 
when you are out to the full extent of your stride, 
the knee of the leg that you are stepping with 
should be dead straight (not stiff). The moment 
afterwards as that same leg takes the weight of 
your body it should relax naturally. 

Correct use of the knees marks the difference 
between a hard and a soft movement. 

_In Tango the knees are relaxed more, for the 
simple reason that your feet leave the floor ever 
so slightly. This stands to reason for if your foot 
is kept in contact with the floor it will keep your 
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knees comparatively straight, whereas if it is 
lifted, be it ever so slight, it is bound to relax 
more at the knee. 


Hips 

To stretch from the hips when taking a step 
forwards or backwards is one of the hardest 
things to acquire in ballroom dancing. It is 
however, an essential to good dancing and it is 
certainly worth the perseverance and practice 
that is necessary in order to attain it. 

A beginner will nearly always try to step from 
the knee or the waist, the latter by leaning for- 
ward and allowing his (or her) hips to fall away. 
The hips should be kept in or forward without 

iving the appearance of leaning backwards. 

tudy the illustration of Balance and you will 
see where they should be. To get them in the 
right place keep them forward without allowing 
the shoulders to go back. 

In order to stretch from the hips when taking a 
step it 1s again necessary to make sure that the 
feet, ankles and knees are being used correctly. 

A fault in any one part of the anatomy can 
cause half a dozen others. I would stress there- 
fore, that however boring my readers may find it, 
they should make a point of learning to walk 
forwards and backwards with a partner until 
they can do it with ease, comfort and good 
balance. After that, dancing will be easy and a 
real pleasure. 


POISE 
This is a fine point which effects the finesse of 
one’s dancing. Although the balance of the 
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body—the carriage of the weight—is exactly 
the same for the lady as for the gentleman, the 
poise of the body is slightly different. For the 
man, his body should be ey slightly forward, 
whilst for the lady, her body should be poised 
slightly backward from the hips upward. 
Remember not to confuse this with the balance 
of the body. 
TIME 

It is necessary for every dancer to have some 
idea of ‘‘time’’. In the following table I have 
given the “time” that the music of each dance 
is written in, i.e., the number of beats in each 
bar. This is more for the professional than the 
amateur dancer, but it is essential that everyone 
should dance in time to the music. In all 
dances, with the exception of the waltz, there 
are two rhythms that one uses to dance to, the 
slow and the quick. It is better to get someone 
to explain this to you, should you not be sure. 


TEMPO 
Tempo denotes the speed at which a dance is 
played, i.e., the number of bars to the minute. 
The correct tempo of each dance is given in the 
table on page. 32. 


RHYTHM 

Rhythm is the regular occurrence of an 
accentuated beat or beats in the music. It may 
also be referred to as the individual expression 
that a dancer puts into his or her steps. A man 
might dance in time to the music and yet have 
no rhythm. Yoyould not have rhythm dancing 
out of time.” ~ 
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TABLE GIVING TIMES, TEMPI AND 
RHYTHMS 
used in the standard ballroom dances. 


Notrr.—As many dance bands play at varying tempi, I am 
giving in this table the ideal tempo for each dance and 
in brackets underneath the minimum and maximum 
tempi that it is possible to dance to. The ideal tempo 
allows for long, natural length strides. If, therefore, the 
bands play quicker than the ideal tempo, the dancer 
should shorten his steps proportionately, and if they 
play slower, then he should lengthen them in like 
manner, 


NO, OF RHYTHMS USED 


Slow Foxtrot | 4/4 | 33 barspermin. Two. Slow & Quick, 





| { 
! (30 to 36) | Quick, Slow. 
Quickstep | 4/4 | 48 bars per min. | Two. Slow & Quick, 
(38 to 54). | Quick, Slow. 
| 
, | 
Waltz 3/4 | 36 bars permin. | One. (A step to each 
| (34 to 40). | beat, except when 
| hesitation steps are 
introduced.) 
Tango 2/4 30 bars per min. | Two. Slow & Quick, 
! (28 to 34). Quick, Slow. 
| | 
Blues 4/4 | 30 bars permin. | Two. Slow & Quick, 
| (26 to 36). Quick, Slow. 
(Can be danced 
to any Slow 
Foxtrot when 
there is not 
room to dance | 


the Slow Fox- 
trot) | 


So ner gant a OE HERR OTP are 


ABBREVIATIONS AND EXPLANATIONS 


USED IN DIAGRAMS AND DESCRIPTION OF STEPS 


R.—Right. S.—A slow step. 
L.— Left. Q.—A quick step. 
R.F'.—Right foot. 

L.F.—Left foot. 


L.O.D.—The line of dance. (This means the direction that 
one takes when dancing round a ballroom. Anti- 
clock-wise.) 

C.B.M.—Contrary body movement. 

C.B.M.P.—Contrary body movement position. 

P.P.—Promenade position. A position similar to that of 
the Promenade in the Tango, in which the partners 
open out fanwise to each other, the lady’s left hip 
remaining in contact with the gentleman’s right hip. 

In the diagrams the right foot is illustrated thus— 


t 


and the left foot— 


“ 
La 
A 

a? 
i; % 
ws 


33 3 


“) 


ou 4 
eve 
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The dotted outline of the foot is the position of that foot 
after youlhave turned on it. 


G%e 
Pe 


q 






The above denotes a turn on the ball of the R.F. as it 
occurs in the diagrams given with each dance. 


».< 
eae, 


-~eE_ @ 


The above denotes a turn on the heel of the L.F. 


In nearly all the figures of the different dances 
each foot is moved alternately, the same as when 
you walk, 1.e., you take a step with the L.F. and 
then a step with the R.F. (or vice-versa.) In 
following the diagrams, it will help the reader 
a great deal if he or she remembers this point, 
for it will be noticed that in the numbering, 
1, 3, 5, 7 will be, say, the L.F., therefore 2, 4, 
6, 8 will be the R.F. (or vice-versa.) 

You will find the diagrams easier to follow. 
if you always face the direction in which the toes 
oie As you turn, turn the diagram as 
well. 

Let your feet follow along the lines in which 
the arrows are pointing. 

The diagrams are not intended to be mathe- 
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matically exact, but merely to show the pattern 
made in the different figures. The inside of the 

age on which each diagram is drawn represents 
the middle of the ballroom, whilst the outside of 
the page represents the outside—the wall. The 
top of the page is equivalent to the line of dance. 
From this the reader will be able to understand 
which way he, or she, should be facing on each 
step. 

TERMS USED IN DESCRIBING THE DIRECTION OF STEPS 


STEP FORWARD STEP FORWARD 
wits & F. With R.F 


STEP DIAGONALLY POR YARD | STEP DIAGONALLY FORWARD 
with L.F. { WITKh RE 
i) 


a VTEP 
STEP SIDE. ————--_—_-— a With 
With LF ane 


STEP DIAGONALLY BACK STEP DIAGONALLY BALK 
WIth Le WITH R.F, 


STEP BACK STEP Bact 
WITH Lie WITH RE 


How To Construct THE DANCES 
When you have mastered a few figures in a 
dance it is necessary to consider the best way to 
amalgamate them, or rather how to join them, 
one to the other. 
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The main point to remember in any dance is 
to avoid doing too many walks between each 
figure. When learning, it is certainly a good plan 
to begin with a few walks, do the figure you 
intend to, then do a few more walks before goin 
into the next variation. This, however, shoul 
only be adhered to in the preliminary stages and 
as soon as you can perform the figures with a 
fair degree of accuracy you should attempt to 
join one on to the other, thereby eliminating 
the numerous walks that a beginner is apt to 
resort to whilst making up his mind what to do 
next. 

The correct combination or sequences that 
you use is more a matter of practice and ex- 
perience than anything else, but at the end of 
each dance I have given a description of the best 
variations to use after doing certain others. 

You should aim to get a continuous flowing 
dance without any unnecessary breaks to spoil 
the continuity of your movement. 

As far as possible try to follow a right-handed 
turn with a left-handed turn and vice-versa. 
Doing this will make a dance much more 
effective. 

According to a dancer’s ability and experience, 
so he can add other figures, but it is much better 
to make sure of the standardized figures and 
amalgamating them, before attempting anything 
more advanced. 


THE SLOW FOXTROT 


HIS dance, which might be rightly 
termed the English Foxtrot, has evolved 
from the chassé and chassé turns, into 
the three-step and “open” turns. The differ- 
ence between the two is that in the former you 
closed your feet on the second step of each three, 
whereas in the latter you always pass them on 
the second step of each three. 

The greater part of the technique of modern 
ballroom dancing has been formed out of this 
dance, and to anyone who is really a serious 
dancer or intends to take it up professionally, 
a thorough knowledge of the Slow Foxtrot 1s 
essential. 

For the dancer who cannot give very much 
time to it, I would advise him to leave this 
dance and to begin with the most popular dance 
in the world to-day, the Quickstep. 

The Slow Foxtrot is essentially a good dancer’s 
dance, and its greatest handicap is that it 
requires a great deal of room to dance in comfort. 
It is very popular at the numerous dance halls 
throughout the country, owing to their spacious- 
ness, but it is rarely seen in the smarter ballrooms 
of London as these are invariably small and 


crowded. 
37 
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There are two fundamental steps in this dance, 
the Walk and the Three-step, and every figure 
that is introduced is made up of these two steps. 


THe WaLk Forwarp 

Take a long gliding step straight from the 
hips, skimming your foot lightly along the floor. 
When you are out to your full stretch you should 
be on the heel of your front foot: immediately 
lower on to the flat foot. Your back foot should 
now be on the toes before it 1s released to move 
forward. Repeat with the opposite leg. Kach 
walk takes two beats of the music and is counted 
“slow”. (For details of the carriage of weight 
in the Walk, see the chapter on Balance.) Keep 
moving forward continuously the whole time 
and do not release your back foot to move it 
forward until the last possible moment. 


THE WaLkK BacKWARD 

Swing your leg well back from the hip, going 
on to the toes first and keeping your weight on 
your front foot. As you continue, your weight 
should be carried between your feet, and the 
toes of your front foot should leave the floor so 
that the pressure is on the front heel. Your 
weight is then transferred on to the ball of the 
back foot, but your weight is still forward, as 
your back heel is off the floor. Continue and 
do not lower your back heel until the other foot 
passes it. Repeat with the opposite leg. Each 
walk takes two beats of the music and is counted 
“slow’’. (For fuller details, see the chapter on 
Balance.) With your weight forward, keep 
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moving backward, continuously the whole time 
and do not release your front foot hurriedly: 
pull it back gradually with pressure on the heel. 


Toe THREE-STEP 

A Three-step is really a running movement. 
It consists of three steps taken forwards or back- 
wards, which are fitted to four beats of the music, 
and counted quick, quick, slow: the quick steps 
taking one beat each and the slow step two beats. 
Each step should be long but the middle one 
(2nd) is a little shorter than the other two (lst 
and 3rd). 

A three-step may either be R.F., L.F., R.F., 
or L.F., R.F., L.F. 

In order to do the steps gracefully and with 
comfort, a rise and fall should be introduced. 
Rise up at the end of the lst step and lower at 
the end of the 2nd step. 
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Tue FEATHER STEP 


GENTLEMAN 

1. Long step forward with the R.F. S. 

2. Step forward with the L.F. preparing 
to step outside your partner. Q. 

Three-step; 3. Step forward with the R.F. outside 
your partner. Q. 

4. Step forward with the L.F. in front 
of your partner. S. 


The rise on 2, 3, 4, is a little different from the ordinary 
three-step because you step outside your partner. 

Rise and fall. Rise at the end of 1 and lower at the end 
of 3. 

Contrary body movement. Used on 1 and 4. 

Body sway. Sway slightly to the R. on 2 and 3. 
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Top FEATHER STEP 


GENTLEMAN 


y 


Begin 
here 
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THe FEATHER STEP 


LADY 
1. Long step back with the L.F. 8. 
2. Step back with the R.F. Q. 
3. Step back with the L.F. (your part- 
Three-step ner steps outside). Q. 
S. 


4, Step back with the R.F. 


The rise on 2, 3, 4, is a little different from the ordinary 
three-step because your partner steps outside you. 

Rise and fall. Rise at the end of 1 and lower at the end 
of 3. 

Contrary body movement. Used on 1 and 4. 

Body sway. Sway slightly to the L. on 2 and 3. 
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THe FeatTHEeR STEP 


LADY 


6 





Begin 
~~ ‘here 
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Tur Naturat TURN 


GENTLEMAN 


1. Step forward with the R.F. turning 
on it to the R. 
( 2. Step to the side with the L.F. still s: 
turning. 
Apres ALP 3. Step back with the R.J- 
4. Step back with the L.F. turning on it 
to the R. 
5. Pull the R.F. back to the LF. 
turning from the L. heel on to the 
R. heel (feet slighly apart). 8. 
6. Step forward with the L.F. S 


You should make just over three-quarters of a turn on 
the complete step. 

Rise and fall. Rise at the end of 2 and lower at the 
end of 3. 

Contrary body movement. Used on 1, 4, 6. 

Body sway. Sway slightly to the R. on 2 and 3. 
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Tan Naturat TurRN 


GENTLEMAN 





« Begin 
re 
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THe Natural TURN 


LADY 
1. Step back with the L.F. turning on 
it to the R. 
2. Close the R.F. back to the LF. 8. 


turning from the L. heel on to the 
Three-step { R. heel (heel turn). 


Step forward with the L.F. Q 
Step forward with the R.F. turning 
on it to the R. 8. 
Step to the side with the L.F. s 
Brush the R.F. through (close to the 
L.F.) and step back with it. S. 


OA 


You should make just over three-quarters of a turn on 
the complete step. 


Rise and fall. Rise at the end of 2 and lower at the 
end of 3. 


Contrary body movement. Used on 1, 4, 6. 
Body sway. Sway slightly to the L. on 2 and 3. 
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THe Naturat Turns 
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Tur Reverszs TURN 


GENTLEMAN 


1. Step forward with the L.F. turning 
on it to the L. 

Step to the side with the R.F. still 
turning. 

Step back with the L.F. 

Step back with the R.F. turning on 
it to the L. 

5. Step to the side with the L.F. 

6. Step forward with the R.F. outside 

| your partner. 
7. Step forward with the L.F. in front 


of your partner. 


nm © Op ©© wm 


You should make just over three-quarters of a turn on 
the complete step. 

Rise and fall. Rise at the end of 2 and lower at the end 
of 3. Rise again at the end of 4 and lower at the end of 6, 

Contrary body movement. Used on 1, 4, 7. 

Body sway. Sway slightly to the L. on 2 and 3, and 
slightly to the R. on 5 and 6. 


THE SLOW FOXTROT 
THe REVERSE TURN 


GENTLEMAN 


ee 
- 
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Tur Reverse TURN 


LaDY 

1. Step back with the R.F. turning on 
it to the L. 

: 2. Close the L.F. back to the R.F. turn- 


ing from the R. heel on to the L. 
heel (heel turn). 

Step forward with the R.F. 

Step forward with the L.F. turning 
on it to the L. 

Step to the side with the R.F. 

Step back with the L.F. 

Step back with the R.F. 


Three-step 


‘Three-step 


Yaa Pw 
nePm LO 


You should make just over three-quarters of a turn on 
the complete step. 

Rise and fall. Rise at the end of 2 and lower at the end 
of 3. Rise again at the end of 4 and lower at the end of 6. 

Contrary body movement. Used on 1, 4, 7. 

Body sway. Sway slightly to the R. on 2 and 3, and 
slightly to the L. on 5 and 6. 
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Tue REVERSE WAVE 


GENTLEMAN 


1. Step forward with the L.F. turning 
on it to the L. 

- Step to the side with the R.F. still 
turning. 

Step back with the L.F. 

Step back with the R.F. turning 
your body slightly (C.B.M.). 

Step back with the L.F. 

Step back with the R.F. 

Step back with the L.F. turning on 
it to the R. 

Pull the R.F. back to the L.F. turn- 
ing from the L. heel on to the R. 
heel (feet slightly apart). 8. 

9. Step forward with the L.F. 8. 


ag 


Three-step 3 


wm Co 


Three-step 


a1 o> MH 


Ve 
is. 


n POH OO zB 


= 


Make sure that the 4th step is taken with your back 
diagonally to the wall. It will be noticed that 1, 2, 3 are 
similar to 1,2, 3, of the Reverse Turn, and 6, 7, 8, 9, similar 
to 3, 4, 5, 6, of the Natural Turn. 

Rise and fall. Rise at the end of 2 and lower at the 
end of 3. Rise again at the end of 5 and lower at the end of 6. 

Contrary body movement. Used on l, 4, 7, 9. 

Body sway. Sway slightly to the L. on 2 and 3, and 
slichtly to the R. on 5 and 6. 


THE SLOW FOXTROT 


Tae REVERSE WAVE 
GENTLEMAN 
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Three-step j 


m0 


Three-step - 


D 90 
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THE REVERSE WavVE 


LADY 


' Step back with the R.F. turning on 


it to the L. 

Close the L.F. back to the R.F. turn- 
ing from the R. heel on to the L 
heel (heel turn). 

Step forward with the R.F. 

Step forward with the L.F. turning 

your body slightly (C.B.M.). 
Step forward with the R.F. 
Step forward with the L.F. 
Step forward with the R.F. turning 
on it to the R. 

Step to the side with the L.F. 

Brush the R.F. through (close to the 
L.F.) and step back with it. 


nn PPn LO 


oe 


It will be noticed that 1, 2, 3, are similar to 1, 2, 3, of the 
Reverse Turn, and 6, 7, 8, 9, similar to 3, 4, 5, 6, of the 


Natural Turn. 


Rise and fall. Rise at the end of 2 and lower at the end 
of 3. Rise again at the end of 5 and lower at the end of 6. 
Contrary body movement. Used on 1, 4, 7, 9. 
Body sway. Sway slightly to the R. on 2 and 3, and 
slightly to the L. on 5 and 6. 


THE SLOW FOXTROT 





56 MODERN BALLROOM DANCING 


Tue CHanae or DIRECTION 


This figure is used after the Feather Step, or preferably 
after the Reverse Turn, when at the end of the room—m a 
corner—or when you have not enough space to follow 
either of these figures with a three-step and Natural Turn. 


GENTLEMAN 


1. Step diagonally forward with the R.F. turning on 

it to the L. 8. 
2. Brush the L.F. up to the R.F., relaxing both knees, 

and step forward with it. 


Make approximately half a turn on this figure. 

Rise and fall. Nil. 

Contrary body movement. Used on 2. 

Body sway. Sway slightly to the L. as the L.F. is brushed 
up to the R.F. 


LADY 
1. Step diagonally back with the L.F. turning on it 
to the L. 
2. Brush the R.F. up to the L.F., relaxing both knees, 
and step back with it. 


Make approximately half a turn on this figure. 

Rise and fall. Nil. 

Contrary body movement. Used on 2. 

Body sway. Sway slightly to the R. as the R.F. is 
brushed up to the L.F. 
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Tur TELEMARK 
(A more advanced figure) 
GENTLEMAN 


To go into the Telemark, do so after a Feather Step taken 
diagonally to the centre of room. Make the last step of the 
Feather Step the first of the Telemark. Make three-quarters 
of a turn to the L. on the complete figure, finishing it so 
that you are facing diagonally to the outside of room. 


Step forward with the L.F. turning on it to the L. 8. 

Step to the side with the R.F. still turning. Q. 

Short step to side with L.F. (facing wall). Q. 

Step forward with the R.F. outside partner, and_ §. 
go straight into 2, 3, 4, of the Feather Step. 


mo 


Rise and fall. Rise at the end of 2 and lower at the end 
of 3. 

Contrary body movement. Used on 1 and 4. 

Body sway. Nil. 


LADY 


1. Step back with the R.F. turning on it to the L. S. 

2. Close the L.F. back to the R.F. turning from R. 
heel on to L. heel (heel turn). Q. 

3. Step to the side with the R.F. (facing centre). Q. 

4. Step back with the L.F. and go straight into 2,3, S. 
4, of the Feather Step. 


Rise and fall. Rise at the end of 2 and lower at the end 
of 3. 

Contrary body movement. Used on 1 and 4. 

Body sway. Nil. 
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THe Imerrus Turn 
(A more advanced figure) 


GENTLEMAN 
Do 1, 2, 3, 4, of the Natural Turn, then 
&. Close the R.F. back to the L.F. (heel turn) making 
three-quarters of a turn to the R. 
6. Short step diagonally back with the L.F. 
7. Step back with the R.F. turning slightly to the L. 
and go straight into 5, 6, 7, of the Reverse Turn. 


nOL 


Rise and fall. At the beginning, rise and lower as in 
Natural Turn. On the Impetus rise at the end of 5 and 
lower at the end of 6. At the finish, rise and lower as in 
finish of Reverse Turn. 

Contrary body movement. Used on I, 4, 7. 

Body sway. At the beginning sway as in Natural Turn. 
On the Impetus, sway slightly to the L. on 5 and 6. At the 
finish, sway as in finish of Reverse Turn. 


LADY 
Do 1, 2, 3, 4, of the Natural Turn, then 

5. Short step to the side with L.F. still turning. 

6. Brush R. F. up to L.F. and immediately take a 
short step diagonally forward with it. 

7. Step forward with the L.F. turning slightly to the 8. 
L. and go straight into 5, 6, 7, of the Reverse 
Turn. 


Rise and fall. At the beginning, rise and lower as in 
Natural Turn. On the Impetus rise at the end of 5 and 
lower at the end of 6. At the finish, rise and lower as in 
finish of Reverse Turn. 

Contrary body movement. Used on I, 4, 7. 

Body sway. At the beginning, sway as in Natural Turn. 
On the Impetus, sway slightly to R. on 5 and 6. At the 
finish, sway as in finish of Reverse Turn. 
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THe Oren TELEMARK 


(An advanced figure) 


To go into the Open Telemark, do so after a Feather Step 
taken diagonally to the centre of room. Make the last step 
of the Feather Step the first of the Open Telemark. Make 
three-quarters of a turn to the L. on the complete figure, 
finishing it so that you are facing diagonally to the outside 
of the room. 


GENTLEMAN 


Step forward with the L.F. turning on it to the L. 8. 

Step to the side with the R.F. still turning. 

Step to the side with the L.F. opening in to P.P. 
(facing wall). Q. 

Step forward with the R.F. in P.P. S 
Then go straight into 2, 3, 4, of the Feather Step. 


Pe SS 


Rise and fall. Rise at the end of 2 and lower at the end 
of 3. 

Contrary body movement. Used on | and 4. 

Body sway. Nil. 


LADY 


1. Step back with the R.F. turning on it to the L. 5. 
2. Close the L.F. back to the R.F. turning from R. 
heel on to L. heel (heel turn). Q. 
3. Step to the side with the R.F. opening into P.P. Q. 
4. Step forward with the L.F. in P.P. S. 
Then go straight into 2, 3, 4, of the Feather Step. 


Rise and fall. Rise at the end of 2 and lower at the end 
of 3. 

Contrary body movement. Used on 1 and 4. 

Body sway. Nil. 
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How To Construct THE Stow Foxtrot 


After the Feather Step do one of the following: 
1.—A three-step forward, R.L.R., turning on 
the last R. into the Natural Turn. 
2.—Turn on the last step of the Feather Step 

into the Reverse Turn or Reverse Wave. 
3.—The Change of Direction. 


After the Natural Turn go straight into the 
Feather Step. 

After the Reverse Turn do one of the 
following :— 

1.—A three-step forward, R.L.R., turning on 
the last R. into the Natural Turn. 
2.—Turn on the last step of the Reverse Turn 

into the Reverse Wave. 
3.—The Change of Direction. 


After the Reverse Wave go straight into the 
Feather Step. 

After the Change of Direction do one of the 
following :— 

1.—A Feather Step. 

2.—Turn on the last step of the Change of 
Direction into the Reverse Turn or 
Reverse Wave. 

After the above has been mastered, the dancer 
should have no difficulty in introducing the more 
advanced figures such as the Telemark and 
Impetus Turn. 
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As far as possible try to use right-handed and 
left-handed turns alternately: doing this will 
make the dance much more effective. 

According to a dancer’s ability and experience, 
so he can add other figures but it is much better 
to make sure of these standardized figures and 
amalgamating them before attempting anything 
more advanced. 


THE WALTZ 


HE modern Waltz began to evolve about 
fourteen years ago and it serves as a 


splendid example to contradict those 
people who say that modern dancing is always 
changing. Apart from the fact that the turns 
are taken on what is known as diagonal lines, 
the fundamental figures remain the same now 
as they were then. 

The fundamental figures of this dance are 
simple. There are but three, the Natural Turn, 
the Reverse Turn and the Changes, i.e., changing 
from the Natural Turn to the Reverse Turn and 
vice-versa. 

In these three main figures you only use one 
rhythm to dance to, taking a step to every beat 
of the music. If one listens to a waltz being 
played, it is quite easy to distinguish the beats, 
which recur regularly and consistently through- 
out the dance: 1, 2, 3, 1, 2, 3, 1, 2, 3, etc. It 
will be noticed that the 1 is always accentuated. 

In the Turns and the Forward changes it is 
essential that the feet are closed together on the 
third beat of the music 

Another important feature which it is neces- 
sary to observe in order to obtain the correct 
rhythm, swing and lilt, is the rise. Rise at the 
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end of the first step, continue rising on the 
second step, coming up on the toes on the third 
step. Drop again as you take the first step. 
This rise must be inserted throughout the 
dance. 

The first step of every three must be long, 
to coincide with the accented beat (1st) in the 
music. 

The Turns and Changes are taken on diagonal 
lines. This means to say that instead of begin- 
ning the figures facing the line of dance they are 
commenced either diagonally to the wall, as is 
the case with the Natural Turn, or diagonally to 
the middle of the room, as 1s the case with the 
Reverse Turn. On each turn only three-quarters 
of a turn is made instead of a full turn. This 
makes the turns much easier to perform. 
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THe NatTuRAL TURN 


Begin this figure facing diagonally to the wall, and finish 
it facing diagonally to middle of room. 


GENTLEMAN 


Step forward with the R.F. turning on it to the R. 
Step to the side with the L.F. still turning. 

Close the R.F. up to the L.F. 

Step back with the L.F. turning on it to the R. 
Step to the side with the R.F. still turning. 

Close the L.F. up to the R.F. 


ie hs a 


Rise and fall. Rise at the end of 1 and lower at the end 
of 3. Rise again at the end of 4 and lower at the end of 6. 

Contrary body movement. Used on 1 and 4. 

Body sway. Sway slightly to the R. on 2 and 3, and 
slightly to the L. on 5 and 6. 
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Tur NaturaL TURN 


GENTLEMAN 
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THe NATURAL TURN 
LADY 


Step back with the L.F. turning on it to the R. 
Step to the side;with the R.F. still turning. 

Close the L.F. up to the R.F. 

Step forward with the R.F. turning on it to the R. 
Step to the side with the L.F. still turning. 

Close the R.F. up to the L.F. 


ee a ae a 


Rise and fall. Rise at the end of 1 and lower at the end 
of 3. Rise again at the end of 4 and lower at the end of 6. 

Contrary body movement. Used on 1 and 4. 

Body sway. Sway slightly to the L. on 2 and 3, and 
slightly to the R. on 5 and 6. 


THE WALTZ 


Trek Natrurart Tourn 


LADY 
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Tue REvERSE TuRN 


Begin this figure facing diagonally to the middle of room, 
and finish it facing diagonally to the wall. 


GENTLEMAN 


Step forward with the L.F. turning on it to the L. 
Step to the side with the R.F. still turning. 

Close the L.F. up to the R.F. 

Step back with the R.F. turning on it to the L. 
Step to the side with the L.F. still turning. 

Close the R.F. up to the L.F. 


SS ere 


Rise and fall. Rise at the end of 1 and lower at the end 
of 3. Rise again at the end of 4 and lower at the end of 6. 

Contrary body movement. Used on 1 and 4. 

Body sway. Sway slightly to the L. on 2 and 3, and 
slightly to the R. on 5 and 6. 
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Tub REVERSE TURN 


GENTLEMAN 
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Tur Reverse TurRN 


LADY 


o 


Step back with the R.F. turning on it to the L. 
Step to the side with the L.F. still turning. 

Close the R.F. up to the L.F. 

Step forward with the L.F. turning on it to the L. 
Step to the side with the R.F. still turning. 

Close the L.F. up to the R.F. 


CPT 99 BO 


Rise and fall. Rise at the end of 1 and lower at the end 
of 3. Rise again at the end of 4 and lower at the end of 6. 

Contrary body movement. Used on 1 and 4. 

Body sway. Sway slightly to the R. on 2 and 3, and 
slightly to the L. on 5 and 6. 


THE WALTZ 


Toe REVERSE TURN 


LADY 
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72 MODERN BALLROOM DANCING 


Tue ForwarRp CHANGE 
After a Natural Turn. 


GENTLEMAN 


1. Step forward with the R.F. 
2. Step to the side with the L.F. 
3. Close the R.F. up to the L.F. 


Rise and fall. Rise at the end of 1 and lower at the end 
of 3. 

Contrary body movement. Used slightly on 1. 

Body sway. Sway slightly to the R. on 2 and 3. 


LADY 


1. Step back with the L.F. 
2. Step to the side with the R.F. 
3. Close the L.F. up to the R.F. 


Rise and fall. Rise at the end of 1 and lower at the end 
of 3. 

Contrary body movement. Used slightly on 1. 

Body sway. Sway slightly to the L. on 2 and 3. 


Notr.— After this Forward Change go into the Reverse 
Turn. 
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Tue ForwakD CHANGE 
AFTER A NATURAL TURN 


GENTLEMAN 


eo 








Begin 
here 


Begin 
here 
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THe Forwarp CHANGE 
After a Reverse Turn 


GENTLEMAN 


1. Step forward with the L.F. 
2. Step to the side with the R.F. 
3. Close the L.F. up to the R.F. 


Rise and fall. Rise at the end of 1 and lower at the end 
of 3. 

Contrary body movement. Used slightly on 1. 

Body sway. Sway slightly to the L. on 2 and 3. 


LADY 
1. Step back with the R.F. 
2. Step to the side with the L.F. 
3. Close the R.F. up to the L.F. 


Rise and fall. Rise at the end of 1 and lower at the end 
of 3. 

Contrary body movement. Used slightly on 1. 

Body sway. Sway slightly to the R. on 2 and 3. 


Nors.—After this Forward Change go into the Natural 
Turn. 
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Tum ForwarRD CHANGE 
AFTER A REVERSE TURN 


GENTLEMAN 
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Tur BacKWARD CHANGE 
After 1, 2, 3, of the Natural Turn. 


GENTLEMAN 

Make only a quarter turn on 1, 2, 3, of the Natural Turn, 

80 that you will begin the Backward Change with your back 
diagonally to the centre of the room, 


1, Step back with the L.F. turning your body slightly 
(C.B.M.). 

2. Step back with the R.F. 

3. Step back with the L.F. allowing it to just pass the 
R.F. and go straight into 4, 5, 6 of the Reverse Turn. 


Rise and fall. Rise at the end of 1 and lower at the end 
of 3. 

Contrary body movement. Used on l. 

Body sway. Sway slightly to the L. on 2 and 3. 


LADY 
1. Step forward with the R.}’. turning your body slightly 
(C.B.M.). 
2. Step forward with the L.F. 
3. Step forward with the R.F. allowing it to just pass the 
L.F. and go straight into 4, 5, 6 of the Reverse Turn. 


Rise and fall. Rise at the end of 1 and lower at the end 
of 3. 

Contrary body movement. Used on 1. 

Body sway. Sway slightly to the R. on 2 and 3. 
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Tae BackwaRpD CHANGE 
After 1, 2, 3, of the Reverse Turn. 


GENTLEMAN 
Make only a quarter turn on 1, 2, 3, of the Reverse Turn, 
so that you will begin the Backward Change with your 
back diagonally to the outside of room—the wall. 


1. Step back with the R.F. turning your body slightly 
(C.B.M.). 

2. Step back with the L.F. 

3. Step back with the R.F. allowing it to just pass the 
L.F. and go straight into 4, 5, 6 of the Natural Turn. 


Rise and fall. Rise at the end of 1 and lower at the end 
of 3. 

Contrary body movement. Used on 1. 

Body sway. Sway slightly to the R. on 2 and 3. 


LADY 
1. Step forward with the L.F. turning your body slightly 
(C.B.M.). 
2. Step forward with the R.F. 
3. Step forward with the L.F. allowing it to just pass the 
R. F. and go straight into 4, 5, 6, of the Natural Turn. 


Rise and fall. Rise at the end of 1 and lower at the end 
of 3. 

Contrary body movement. Used on 1. 

Body sway. Sway slightly to the L. on 2 and 3. 
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THe Natura Sern Turn 
(A more advanced figure) 


GENTLEMAN 
1, 2,3. Do 1, 2, 3 of the Natural Turn, then :— 
4. Step back with the L.F. pivoting on it to the R. 
5. Spin round on the R.F. (keeping it in front of you). 
6. Small step to the side with the L.F. 
7. Step back with the R.F. turning on it to the L. and go 
straight into 5, 6 of the Reverse Turn. 


Rise and fall. At the beginning, as in Natural Turn. On 
the Spin, rise at the end of 5 and lower at the end of 6. At 
the finish, as in finish of Reverse Turn. 

Contrary body movement. Used on l, 4, 5, 7. 

Body sway. At the beginning, sway as in Natural Turn. 
On the Spin there is no sway. At the finish, sway as in 
finish of Reverse Turn. 


LADY 
1,2,3. Dol, 2, 3 of the Natural Turn, then :— 
4. Step forward with the R.F. pivoting on it to the R. 
5. Spin round on the L.F. (keeping it behind you). 
6. Small step to the side with the R.F. 
7. Step forward with the L.F. turning on it to the L, and 
go straight into 5, 6 of the Reverse Turn. 


Rise and fall. At the beginning, as in Natural Turn. On 
the Spin, rise at the end of 5 and lower at the end of 6. 
At the finish, as in finish of Reverse Turn. 

Contrary body movement. Used on I, 4, 5, 7. 

Body sway. At the beginning, as in Natural Turn. On 
the Spin there is no sway. At the finish, as in finish of 
Reverse Turn. 
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Tue Reverse Corts 
(A more advanced figure) 


GENTLEMAN 
1, 2,3. Do 1, 2, 3 of the Reverse Turn, then :— 
4, Step back with the R.F. turning to the L. 
5, 6. Close the L.F. back to the R.F. and hesitate, making 
a little over a quarter turn to the L. 
7. Step back with the L.F. bringing your partner outside, 
and go straight into 5, 6 of the Natural Turn. 


Rise and fall, At the beginning, as in Reverse Turn. On 
the Corté rise at the end of 4 and lower at the end of 6. 
At the finish as in finish of Natural Turn. 

Contrary body movement. Used on 1, 4, 7. 

Body sway. At the beginning, as in Reverse Turn. On 
the Corté, sway slightly to the R. on 5 and 6. At the finish 
as in finish of Natural Turn. 


LADY 
1,2,3. Do 1, 2, 3 of the Reverse Turn, then :— 
4. Step forward with the L.F. turning to the L. 
5. Step to the side with the R.F. 
6. Close the L.F. up to the R.F. 
7. Step forward with the R.F. outside your partner, and 
go straight into 5, 6 of the Natural Turn. 


Rise and fall. At the beginning, as in Reverse Turn. On 
the Corté, rise at the end of 4 and lower at the end of 6. 
At the finish, as in finish of Natura] Turn. 

Contrary body movement. Used on I, 4, 7. 

Body sway. At the beginning, as in Reverse Turn. On 
the Corté, sway slightly to the L. on 5 and 6. At the finish, 
as in finish of Natural Turn. 
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Tux HesrvTaTION CHANGE 


(A more advanced figure) 


This figure is very useful in small or rather crowded 
ballrooms, as you can quickly get from your Natural into 
your Reverse Turn, without taking up the space that is 
required when the Forward or Backward Changes are used 
in between the turns. 


GENTLEMAN 


1, 2,3, 4. Do 1, 2, 3, 4 of the Natural Turn, then :— 

5. Pullthe R.F. back to the L.F. turning from the L. heel 
on to the R. heel (feet slightly apart). 

6. Hesitate as you brush the L.F. through (close to the 
R.F.). 

7. Step forward with the L.F. going into the Reverse 
Turn. 


Rise and fall. At the beginning, as in Natural Turn. On 
the Hesitation Change there is no rise. 

Contrary body movement. Used on I, 4, 7. 

Body sway. At the beginning, as in Natural Turn. On 
the Hesitation Change there is no sway. 


LADY 


1, 2, 3, 4. Do 1, 2, 3, 4 of the Natural Turn, then :— 

5. Step to the side with the L.F. 

6. Brush the R.F. through (close to the L.F.). 

7. Step back with the R.F. going into the Reverse Turn. 


Rise and fall. At the beginning, as in Natural Turn. On 
the Hesitation Change there is no rise. 

Contrary body movement. Used on l, 4, 7. 

Body sway. At the beginning, as in Natural Turn. On 
the Hesitation Change there is no sway. 
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Tue Dovusite Reverse SPin 


(A more advanced figure) 


Alt. ~4 called the Double Reverse Spin, this does not 
signify that it must be used twice. More often than not, it 
is only used once at a time. 

Whilst the gentleman does 3 steps to 3 beats, the lady 
does 4 steps to 3 beats, that is why it is counted 1, 2, “and’’ 
3. 

GENTLEMAN 

Do a Reverse Turn then:— 

1. Step forward with L.F. turning on it to the L. 
2. Step to the side with R.F. still turning 

&¢ and 39 

3. Close L.F. to R.F. completing turn on ball of R.F.— 
then step forward with L.F. going into the Reverse 
Turn, or the Forward Change L.F., R.F., L.F. 


Rise and fall. Rise at the end of 2 and lower at the end 
of 3. 

Contrary body movement. Used on I. 

Body sway. Nil. 


LADY 
Do a Reverse Turn then :— 

1. Step back with R.F. turning on it to the L, 

2. Close L.F'. to R.F. turning from R. heel on to L. heel 
(heel turn) 

“and” Step to side with R.F. still turning. 

3. Cross L.F. up in front of R.F. completing turn—then 
step back with R.F. going into the Reverse Turn, or 
the Forward Change. 


Rise and fall. Rise at the end of 2 and lower at the end 
of 3. 

Contrary body movement. Used on 1. 

Body sway. Nil. 
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THe Ovrsipe SPrn 
(An advanced figure) 


There are one or two different ways of going into an 
Outside Spin, but the most usual is after No. 6 of the 
Reverse Corté. Do 1 to 6 of the Reverse Corté then :— 


GENTLEMAN 


1. Very short step back with L.F. keeping weight on R.F- 
turning to R. leading partner outside. 

2. Spin round on R.F. (keeping it in front of you). 

3. Step to the side with L.F. still turning. 
Then step forward with the R.F. into the Natural 
Turn. 


Norr.—Make one complete turn in this figure. 

Rise and fall. Rise at the end of 2 and lower at the end 
of 3. 

Contrary body movement. Used on 2. 

Body sway. Nil. 


LADY 


1. Step forward with the R.F. outside partner turning to 
the R. 

2. Close the L.F. up to the R.F. still turning. 

3. Step forward with the R.F. in front of partner still 
turning. 
Then step back with the L.F. into the Natural Turn. 


Nots.—Make one complete turn in this figure. 

Rise and fall. Rise at the end of 2 and lower at the end 
of 3. 

Contrary body movement. Used on 1 and 3. 

Body sway. Nil. 
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THe Oren TELEMARK 
(An advanced figure) 


The most usual way of going into an Open Telemark is 
to precede it with a Double Reverse Spin. 

After the Open Telemark there are one or two different 
ways of finishing it. The most usual ending is described 
below. 

GENTLEMAN 


1 Step forward with the L.F. turning on it to the L. 

2 Step to the side with the R.F. still turning. 

3 Step to the side with the L.F. opening into P.P. 
(facing wall). 

4. Step forward with the R.F. in P.P. 

5. Keeping weight on the R.F. make half turn to the 

6. ; L. to face middle of room. 
Then step back with the L.F. leading partner 
outside and go into 5, 6, of the Natural Turn. 


Rise and fall. Rise at the end of 2 and lower at the end 
of 3. Rise again at the end of 4 and lower at the end of 6. 

Contrary body movement. Used on 1 and 4. 

Body sway. Nil. 
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THe Orpen TELEMARK 


LADY 


Step back with the R.F. turning on it to the L. 

Close the L.F. back to the R.F. turning from R. heel 
on to L. heel (heel turn). 

Step to the side with the R.F. opening into P.P. 

Step forward with the L.F. in P.P. turning to L. 

Step to the side with the R.F. still turning. 

Close the L.F. up to the R.F. 
Then step forward with the R.F. outside partner and 
go into 5, 6, of the Natural Turn. 


See Se 


Rise and fall. Rise at the end of 2 and lower at the end 
of 3. Rise again at the end of 4 and lower at the end of 6. 

Contrary body movement. Used on 1 and 4. 

Body sway. Nil. 
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How To Construct THE WALTZ | 


First of all get thoroughly used to doing a 
Natural Turn, Forward Change, Reverse Turn, 
Forward Change. When you can do this 
sequence keeping the correct alignment you will 
have little difficulty in working the other figures 
in. Occasionally use the Backward Changes. 
Going round corners you will find it quite com- 
fortable to repeat two or three (according to 
shape of room) Natural Turns following one 
another. Never use more than one Reverse Turn 
at a time unless you are a thoroughly experienced 
dancer and understand the correct alignment in 
which to take it. Do not try to use a Reverse 
Turn on a corner. 

After the above has been mastered, the dancer 
should have no difficulty in introducing the more 
advanced figures such as the Natural Spin Turn, 
the Reverse Corté, the Hesitation Change and 
the Double Reverse Spin. 

According to a dancer’s ability and experience, 
so he can add other figures, but it is much better 
to make sure of these standardized figures and 
amalgamating them before attempting anything 
more advanced. 


A REMINDER 


Do not forget that the diagrams showing the 
positions of the feet in the different dances are not 
intended to be mathematically exact, but merely 
to show the pattern made in the various figures. 

For full details of the abbreviations and ex- 
planations see pages 33 and 34. 


THE QUICKSTEP 


‘ke dance is undoubtedly the most 
popular dance in the world to-day. 
For those who cannot give the time, or 
are not keen enough to learn the four standard 
dances, the Quickstep is the one that they should 
know more than any other. 

There are two fundamental steps in this dance, 
the Walk and the Chassé. Every standardized 
figure is made up of these two steps. 


THE WALK FORWARD 


This is the same as in the Slow Foxtrot, only 
it is quicker. Take a gliding step straight from 
the hips, skimming your foot lightly along the 
floor. When you are out to your full stretch you 
should be on the heel of your front foot: im- 
mediately lower on to the flat foot. Your back 
foot should now be on the toes before it is 
released to move forward. Repeat with the 
opposite leg. Each walk takes two beats of the 
music and is counted “slow”. (For details of 
the carriage of weight in the Walk, see the 
chapter on Balance.) Keep moving forward con- 
tinuously the whole time and do not release your 
back foot until the last pone moment. 
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THE WALK BACKWARD 


This is the same as in the Slow Foxtrot, only 
it is quicker. Swing your leg well back from the 
hip, going on to the toes first and keeping your 
weight on your front foot. As you continue, 
your weight should be carried between your feet, 
and the toes of the front foot should leave the 
floor so that the pressure is on the front heel. 
Your weight is then transferred on to the ball 
of the back foot, but your weight is still forward, 
as your back heel is off the floor. Continue and 
do not lower your back heel until the other foot 
passes it. Repeat with the opposite leg. Each 
walk takes two beats of the music and is counted 
“slow’’. (For fuller details, see the chapter on 
Balance.) With your weight forward, keep mov- 
ing backward continuously the whole time and 
do not release your front foot hurriedly: pull it 
back with pressure on the heel. 


THe CHASSES 


These may be taken in different ways but it is 
always, a step with one foot, close the other foot 
up to it, then move the original foot again. A 
chassé is counted quick, quick, slow, and takes 
four beats of the music. In the different figures 
where they are used, they are clearly described. 
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THe NATURAL TURN 


This figure is not used very much now. It is kept in the 
Quickstep because other figures are built up out of it. The 
Natural Pivot Turn is the figure that is used in place of it. 


GENTLEMAN 
1. Step forward with the R.F. turning on 
it to the R. S. 
, 2. Step to the side with the L.F. still Q. 
turning 
act 3. Close the R.F. up to the L.F. Q. 
4. Step back with the L.F. turning on it 
to the R. 8. 
5. Close the R.F. back to the L.F. (feet 
slightly apart) turning from the L. 
heel on to the R. heel S. 
6. Step forward with the L.F. S. 


Rise and fall. Rise at the end of 1 and lower at the end 


of 3. 
Contrary body movement. Used on 1, 4, 6. 
Body sway. Sway slightly to the R. on 2 and 3. 


When used, only three-quarters of a turn should be made 
on the complete figure. 


THE QUICKSTEP 


Town NatrurRaL TURN 


GENTLEMAN 
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Toe NAtTuRAL TURN 


This figure is not used very much now. It is kept in the 
Quickstep because other figures are built up out of it. The 
Natural Pivot Turn is the figure that is used in place of it. 


* 


LADY 


1. Step back with the L.F. turning on it to 
the R. 

Step to the side with the R.F. still 
turning. 

Close the L.F. up to the R.F. 

Step forward with the R.F. turning on 
it to the R. 

Step to the side with the L.F. 

Brush the R.F. through (close to the 
L.F.) and step back with it. 


Chassé | 


Ao oO 


* 


nm © m 


ao 


Rise and fall. Rise at the end of 1 and lower at the end 
of 3. 

Contrary body movement. Used on I, 4, 6. 

Body sway. Sway slightly to the L. on 2 and 3. 


THE QUICKSTEP 


Tur NatruraL TURN 


LADY 
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Tor NarurauL Prvor Turn 


GENTLEMAN 


This is the best and most popular right-handed turn used 
in the Quickstep. 


1. 


A my 
bo 


= 


Chassé 


5. 


Step forward with the R.F. turning on 
it to the R. Ss. 

Step to the side with the L.F. still 
turning. 

Close the R.F. up to the L.F. 

Step back with the L.F. pivoting about 
a half turn to the R. (keeping R.F. 
in front of you). : 

Step forward on to R.F. still turning. 8. 


£e 


Notr.—The Natural Pivot Turn is nearly always followed 
by the Quarter Turns, so No. 5 described above would be 
No. 1 of the Quarter Turns. 

Make approximately one complete turn on this figure. 


Rise and fall. Rise at the end of 1 and lower at the end 


of 3. 


Contrary body movement. Used on 1, 4, 5. 
Body sway. Sway slightly to the R. on 2 and 3. 


THE QUICKSTEP 


Tur NatruoraL Pivot TurRN 
GENTLEMAN 
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Tor Natura, Prvot Turn 
LADY 


This is the best and most popular right-handed turn used 


in the Quickstep. 
1. Step back with the L.F. turning on it 
to the R. 8. 
2. Step to the side with the R.F. still - 
turning. Q. 
a 3. Close the L.F. up to the R.F. Q. 
4. Step forward with the R.F. pivoting 
on it to the R. 8. 
5. Step back on to the L.F. still turning. 8. 


Notre.—The Natural Pivot Turn is nearly always followed 
by the Quarter Turns, so No. 5 described above would be 
No. 1 of the Quarter Turns. 

Make approximately one complete turn on this figure. 


Rise and fall. Rise at the end of 1 and lower at the end 
of 3. 

Contrary body movement. Used on 1, 4, 5. 

Body sway. Sway slightly to the L. on 2 and 3. 


THE QUICKSTEP 


Tue Narorazt Prvot Turn 


LADY 
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THe Reverse TuRN 


This figure is not used in full, only in parts. It is kept 
in the Quickstep because other figures are built up out of it. 
The Chassé Reverse Turn is the figure that is used in place 
of it. 


GENTLEMAN 


Step forward with the L.F. turning onittothe L. 8. 
Step to the side with the R.F. still turning. S. 
Step back with the L.F. S. 
Step back with the R.F. turning on it to the L. S. 
.Q. 

S. 


G> oT 99 BD 


: Close the L.F. back to the R.F. turning to the L. 
on the R. heel (heel pivot). Q 
7. Step forward with the L.F. 


On 5, 6, the gentleman is making only one step, doing 
what is known as a heel pivot. This heel pivot is substituted 
for a chassé which would look unfinished. Whilst he is 
making this one step, the lady is making two steps, that is 
why it is counted Q.Q. 


Rise and fall. Rise at the end of 2 and lower at the end 
of 3. There is also a slight ‘‘body rise” on 5, 6. This is 
obtained by bracing the R. knee. 

Contrary body movement. Used on 1, 4, 7. 

Body sway. Sway slightly to the L. on 2 and 3, and 
slightly to the R. on 5 and 6. 
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THe REVERSE TURN 


GENTLEMAN 
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THE Reverse TURN 


This figure is not used in full, only in parts. It is kept in 
the Quickstep because other figures are built up out of it. 
The Chassé Reverse Turn is the figure that is used in place 
of it. 


LADY 
1. Step back with the R.F. turning on it 
to the L. 8. 
2. Close the L.F. back to the R.F. turning 
from the R. heel on to the L. heel 
(heel turn). 
Step forward with the R.F. 
Step forward with the L.F. turning on 
it to the L. 
Step to the side with the R.F. 
Chassé { 6. Close the L.F. up to the R.F. 
Step back with the R.F. 


ROon nn 


Rise and fall. Rise at the end of 2 and lower at the end 
of 3. Rise again slightly at the end of 5 and lower at the 
end of 6, 

Contrary body movement. Used on 1, 4, 7. 

Body sway. Sway slightly to the R. on 2 and 3, and 
slightly to the L. on 5 and 6. 


THE QUICKSTEP 


Tun Revesgse Turn 
LADY 





here 
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THe CHass& Reverszs TurRN 


This is the most popular left-handed turn used in the 
Quickstep. 


GENTLEMAN 


1. Step forward with the L.F. turning on 
it to the L. S. 
2. Step to the side with the R.F. still 
turning. 
aeees Close the L.F. up to the R.F. 
Step back with the R.F. turning on it 
to the L. 
5. t Close the LL.F. back to the R.F. turning 
6. 
1 


has 


to L. on R. heel (heel pivot). Q. 
Step forward with the L.F. 


np m © 


On 5, 6, the gentleman is making only one step, doing 
what is known as a heel pivot. This heel pivot is sub- 
stituted for a chassé which would look unfinished. Whilst 
he is making this one step, the lady is making two steps, 
that is why it is counted Q.Q. 


Rise and fall. Rise at the end of 1 and lower at the end 
of 3. There is also a slight ““body rise” on 5, 6. This is ob- 
tained by bracing the R. knee. 

Contrary body movement. Used on I, 4, 7. 

Body sway. Sway slightly to the L. on 2 and 3, and 
slightly to the R. on 5 and 6. 
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THe CHassk REVERSE TURN 


GENTLEMAN 
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THE CHass& REVERSE TURN 


This is the most popular left-handed turn used in the 


Quickstep. 


1. 


Chassé } 


f 


a 


2. 


SS: ey ES 


LADY 


Step back with the R.F. turning on it 
to the L. 

Short step to side with the L.F. still 
turning. 

Close the R.F. up to the L.F. 

Step forward with the L.F. turning on 
it to the L. 

Step to the side with the R.F. still 
turning. 

Close the L.F. up to the R.F. 

Step back with the R.F. 


Cf mM 


ROD m 


Rise and fall. Rise at the end of 1 and lower at the end 
of 3. Rise again slightly at the end of 5 and lower at the 


end of 6. 


Contrary body movement. Used on I, 4, 7. 
Body sway. Sway slightly to the R. on 2 and 3, and 
slightly to the L. on 5 and 6. 
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THE CHass& REVERSE TURN 


LADY 





_Begin 
here 
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THE QuaRTER TURNS 


This is the most important and popular figure in the 
Quickstep. It is called the Quarter Turns because a quarter 
turn to the R. is made on the first part, and a quarter turn 
to the L. on the last part. The first part is the same as the 
first part of the Natural Turn, and the last part is the same 
as the last part of the Reverse Turn. In other words you 
do the first part of the Natural Turn followed immediately 
by the last part of the Reverse Turn. 


GENTLEMAN 


Begin a — facing diagonally to the wall. 
Step forward with the R.F. turning on 
it to the R. 
2. Step to the side with the L.F. still 
turning. 
wanes Close the R.F. up to the L.F. 
Step diagonally back with the L.F. 
Step back with the R.F. turning on it 
to the L. 
6. Close the L.F. back to the R.F. turning 
7 
8 


a 


St me oe 


to the L. on the R. heel (heel pivot) Q. 
Step forward with the L.F. 


mo nm moO 


Make a quarter turn to the R. on 1, 2, 3, 4, and a quarter 
turn to the L. on 5, 6, 7, 8. 


Rise and fall. Rise at the end of 1 and lower at the end 
of 4. There is also a slight ‘“‘body rise” on 6, 7. This is 
obtained by bracing the R. knee. 

Contrary body movement, Used on 1, 5, 8. 

Body sway. Sway slightly to the R. on 2 and 3, and 
slightly to the R. on 6 and 7, 


THE QUICKSTEP 


THe QuaRTER TURNS 


GENTLEMAN 
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THe QuarTeR TURNS 


This is the most important and popular figure in the 
Quickstep. It is called the Quarter Turns because a quarter 
turn to the R. is made on the first part, and a quarter turn 
to the L. on the last part. The first part is the same as the 
first part of the Natural Turn, and the last part is the same 
as the last part of the Reverse Turn. In other words you 
do the first part of the Natural Turn followed immediately 
by the last part of the Reverse Turn. 


LADY 


1, Step back with the L.F. turning on it 
to the R. 

2. Step to the side with the R.F. still 
turning. 

Close the L.F. up to the R.F. 

Step diagonally forward with the R.F. 

Step forward with the L.F. turning on 
it to the L. 

Step to the side with the R.F. 

Close the L.F. up to the R.F. 

Step back with the R.F. 


Chassé 


o> 3 


Chassé 


| 


Make a quarter turn to the R. on 1, 2, 3, 4, and a quarter 
turn to the L. on 5, 6, 7, 8. 


MOOD NOD ZR 


9 I 


Rise and fall. Rise at the end of 1 and lower at the end 
of 4. Rise again slightly at the end of 6 and lower at the 
end of 7. 

Contrary body movement. Used on 1, 5, 8. 

Body sway. Sway slightly to the L. on 2 and 3, and 
slightly to the L. on 6 and 7. 


THE QUICKSTEP 


Tue Quarter TURNS 


LADY 
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Tue Zia-Zaa@ 


This figure is called the Zig-Zag because the pattern of it 
is zig-zag. 


GENTLEMAN 

Step forward with the L.F. turning onittotheL.  §8. 
Step to the side with the R.F. still turning. 5. 
Step back (and across behind R.F.) with L.F. bring- 

ing partner outside. S. 
Close the R.F. back to the L.F. turning from the 

L. heel on to the R. heel (feet slightly apart). § 
Step forward with the L.F. 5. 


ao. = SEP 


Make just over a quarter turn to the L. on 1, 2, and a 
quarter turn to the R. on 3, 4, 5. 


Rise and fall. Nil. 
Contrary body movement. Used on ], 3, 5. 
Body sway. Nil. 


THE QUICKSTEP 


THE Z1Ga-Zaa 


GENTLEMAN 
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THE Z1G-Zaq 


This figure is called the Zig-Zag because the pattern of 
it is zig-zag. 


LADY 


Step back with the R.F. turning on it to the L. 

Close the L.F. back to the R.F. turning from the 
R. heel on to the L. heel (heel turn). 

Step forward with the R.F. outside your partner. 

Step to the side with the L.F. 

Brush the R.F. through (close to the L.F.) and step 
back with it. 


oR obo 
MDD m 


Make just over a quarter turn to the L. on 1, 2 and a 
quarter turn to the R. on 3, 4, 5. 


_Rise and fall. Nil. 
Contrary body movement. Used on 1, 3, 5. 
Body sway. Nil. 
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THe Z1Gc-Zaa 


LADY 





Begin 
gi here 
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Tue Cross CHassk 


GENTLEMAN 
1. Step forward with the L.F. 8. 
2. Very small step to the side with the 
. R.F. Q. 
Chasse 3. Close the - 
4. Step forward with the R.F. outside 
your partner. 8. 


Rise and fall. Rise at the end of 1 and lower at the end 
of 3. 

Contrary body movement. Used on 1 and 4. 

Body sway. Sway slightly to the L. on 2 and 3. 


LADY 
1. Step back with the R.F. S. 
, 2. Very small step to the side with the 
| LF. Q. 
Chasse | 3. Close the R.F. up to the LF. Q. 
4. Step back with the L.F. (your partner 


steps outside you). 


Rise and fall. Rise at the end of 1 and lower at the end 
of 3. 

Contrary body movement. Used on | and 4. 

Body sway. Sway slightly to the R. on 2 and 3. 
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Tre Cross Caassté 


GENTLEMAN 


Begin | 
here 
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THE DrRaa 


This figure is not unlike a Cross Chassé, The pattern 
however is slightly different and also the timing. It is 
usually used after the 4th step of the Reverse Turn or 
after the 5th step of the Quarter Turns. In both cases this 
means to say that the gentleman will be back on his R.F. 
He then does the Drag as follows :— 


GENTLEMAN 


1. Step forward on to the L.F. turning slightly to the 

L. Q. 
Step diagonally back on to the R.F. Q. 
Close the L.F. up to the R.F. 8. 
Step forward with the R.F. outside your partner. 8. 


wm 99 bo 


Rise and fall. Rise at the end of 2 and lower at the end 
of 3. 

Contrary body movement. Used on 1 and 4. 

Body sway. Sway slightly to the L. on 2 and 3. 
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THe DraG 
GENTLEMAN 


Begin here 
This is the 4th step 


of the Reverse Turn 
or the sth step of 
the Quarter Turns.> 
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Tue Draaq 


This figure is not unlike a Cross Chassé. The pattern 
however, is slightly different and also the timing. It is 
usually used after the 4th step of the Reverse Turn, or after 
the 5th step of the Quarter Turns. In both cases this means 
to say that the lady will be forward on her L.F. She then 


does the Drag as follows :— 


LADY 
Step back on to the R.F. turning slightly to the L. 
Step diagonally forward on to the L.F. 
Close the R.F. up to the L.F. 
Step back with the L.F. (your partner steps outside 


you). 


poo bo 
NOLO 


Rise and fall. Rise at the end of 2 and lower at the end 
of 3. 

Contrary body movement. Used on 1 and 4. 

Body sway. Sway slightly to the R. on 2 and 3. 


THE QUICKSTEP 


Begin here 
This is the 4th step 
of the Reverse Turn 
or the sth step of 
the Quarter ‘Turns.— 


THe DraG 


LADY 
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THE CHANGE OF DIRECTION 


GENTLEMAN 


1. Step diagonally forward with the R.F. turning on 

it to the L. 
2. Brush the L.F. up to the R.F. turning on the R.F. 

to the L. (relaxing the knees well). : 
3. Step forward with the L.F. 8. 


Rise and fall. Nil. 

Contrary body movement. Used on 3. 

Body sway. Sway slightly to the L. as the L.F. is brushed 
up to the R.F. 


LADY 


1. Step diagonally back with the L.F. turning on it to 

the L. 8. 
2. Brush the R.F. up to the L.F. turning on the L.F. 

to the L. (relaxing the knees well). : 
3. Step back with the R.F. 8. 


Rise and fall. Nil. 

Contrary body movement. Used on 3. 

Body sway. Sway slightly to the R. as the R.F. is 
brushed up to the L.F. 
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Tue Dovusite Reverse Srrn 
(A more advanced figure) 


GENTLEMAN 
Although called the Double Reverse Spin, this does not 
signify that it must be used twice. It is better to use it 


only once at a time. 
Whilst the gentleman does three steps the lady does four, 
that is why it is counted slow, slow, quick, quick. 


1, Step forward with the L.F. turning onittothe L. 8. 


2. Step to the side with the R.F. still turning. 8. 
3. 4. Close the L.F. up to the R.F. completing turn 
on ball of R.F. (toe pivot). Q.Q. 


After this, step forward with the L.F. 


Rise and fall. Rise at the end of 2 and lower at the end 
of 4. 

Contrary body movement. Used on 1. 

Body sway. Nil. 


LADY 


1. Step back with the R.F. turning on it to the L. Ss. 
2. Close the L.F. back to the R.F. turning from the 
R. heel on to the L. heel (heel turn). 8. 
3. Step to the side with the R.F. still turning. Q. 
4. Cross the L.F. up in front of the R.F. completing 
turn. Q. 
After this, step back with the R.F. 


Rise and fall. Rise at the end of 2 and lower at the end 
of 4, 

Contrary body movement. Used on I. 

Body sway. Nil. 
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Tur RunNING ZiG-ZaG 
(A more advanced figure) 


GENTLEMAN 


Do 1, 2, of the Zig-Zag S.S. then:— 

3. Step back with the L.F. turning on it to the R. 
partner outside. Q. 

4, Short step to the side with the R.F. still turning 
slightly. Q. 

5. Step forward with the L.F. preparing to step out- 
side partner. 8. 

6. Step forward with the R.F. outside partner. 8. 


Rise and fall. Rise at the end of 3 and lower at the end 
of 5. 

Contrary body movement. Used on l, 3, 6. 

Body sway. Sway slightly to the L. on 4 and 5. 


LADY 
Do 1, 2, of the Zig-Zag S.S. then:— 


3. Step forward with the R.F. outside partner turn- 

ing on it to the R. Q. 
4, Step to the side with the L.F. still turning slightly. Q. 
5. Step back with the R.F. 8. 
6. Step back with the L.F. (your partner steps outside S. 


you). 


Rise and fall. Rise at the end of 3 and lower at the end 
of 5. 

Contrary body movement. Used on 1, 3, 6. 

Body sway. Sway slightly to the R. on 4 and 5. 
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Tas Natunat Spin Turn 


(A more advanced figure) 


GENTLEMAN 

1, 2, 3, 4, 5. Do 1, 2, 3, 4, 5, of the Natural Pivot Turn, 
S.Q.Q.8.8S. then :— 

6. Short step to the side with the L.F. still turning 
slightly. 8. 

7. Step back with the R.F. turning on it to the L. S 
Then go straight into 6, 7, 8, of the Quarter 
Turns, or pivot on No. 7 and go straight into the 
Drag. 


Rise and fall. At the beginning, as in Natural Pivot 
Turn. On the Spin, rise at the end of 5 and lower at the 
end of 6. 

Contrary body movement. Used on ], 4, 5, 7. 

Body sway. At the beginning, as in Natural Pivot Turn. 
On the Spin there is no sway. 


LADY 
1, 2, 3, 4, 5. Do 1, 2, 3, 4, 5, of the Natural Pivot Turn, 
S.Q.Q.8.8. then :— 
6. Very short step to the side with the R.F. still 
turning slightly. S. 


7. Step forward with the L.F. turning on it to the L. 8. 
Then go straight into 6, 7, 8, of the Quarter 
Turns, or pivot on No. 7 and go straight into the 
Drag. 


Rise and fall. At the beginning, as in Natural Pivot 
Turn. On the Spin, rise at the end of 5 and lower at the 
end of 6. 

Contrary body movement. Used on I, 4, 5, 7. 

Body sway. At the beginning, as in Natural Pivot Turn. 
On the Spin there is no sway. 
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THe Reverse Prvot Turn 


(A more advanced figure) 


GENTLEMAN 


Do 1, 2, 3, of the Reverse Turn, S.S.8., then:— 
4. Step back with the R.F. pivoting on it tothe L.  S8. 
5. Step forward on to the L.F, S. or Q. 
Notr.—On No. 4, the amount of pivot should vary from 
one-eighth to half a turn according to which figure you use 
after it. Also No. 5 will beS. or Q. according to which figure 
you decide to go into. If the Drag make about one-eighth 
of a turn on 4, and No. 5 will be the first step of the Drag— 
Q. If the Double Reverse Spin make about half a turn on 
4, and No. 5 will be the first step of the Double Reverse 
Spin—S. 


Rise and fall. At the beginning, rise and lower as in 
Reverse Turn. On the pivot there is no rise. 

Contrary body movement. Used on 1, 4, 5. 

Body sway. At the beginning, sway as in Reverse Turn. 
On the pivot there is no sway. 


LADY 


Do 1, 2, 3, of the Reverse Turn, 8.8.8., then :— 
4, Step forward with the L.F. pivoting on it to the L. S. 
5. Step back on to the R.F. S. or Q. 


Notr.—See notes on gentleman’s steps. 

Rise and fall. At the beginning, rise and lower as in 
Reverse Turn. On the pivot there is no rise. 

Contrary body movement. Used on 1, 4, 5. 

Body sway. At the beginning, sway as in Reverse Turn. 
On the pivot there is no sway. 


THE QUICKSTEP 


THe Corti 
(A more advanced figure) 


Do 1, 2, 3, 4, of the Quarter Turns, then:— 


GENTLEMAN 
Step back with the R.F. turning on it to the L. 
| Close the L.F. back to the R.F. turning to the 
L. on the R. heel. 


Se oe bor 
— 


Close the R.F. back to the L.F. turning from the 
L. heel on to the R. heel (heel turn with feet 
slightly apart). 

6. Step forward with the L.F. 


Rise and fall. Nil. 
Contrary body movement. Used on I, 4, 6. 
Body sway. Sway slightly to the R. on 2 and 3. 


LADY 


Step forward with the L.F. turning on it to the L. 

Step to the side with the R.F, 

Close the L.F. up to the R.F. 

Step forward with the R.¥. outside your partner. 

Step to the side with the L.F. 

Brush the R.F. through (close to the L.F.) and step 
back with it. 


St Se ie 


Rise and fall. Nil. 
Contrary body movement. Used on 1, 4, 6. 
Body sway. Sway slightly to the L. on 2 and 3. 


Step back with the L.F. leading partner outside. 


8. 


.Q. 
8. 


8. 
8. 


ee 
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Tur Cross SWIVEL 


(A more advanced figure) 


This figure is usually used after the Quarter Turns. 
No. 1 described below would therefore be the last step of 
the Quarter Turns. Face diagonally to the wall to begin 


this figure. 


GENTLEMAN 


1. Step forward with the L.F. turning on it slightly 

to the L. ‘ 
2. Close the R.F. up to the L.F. keeping weighton L.F. 8. 
3. Step forward with the R.F. outside partner. S. 


Rise and fall. Nil. 
Contrary body movement. Used on 1] and 3. 
Body sway. Sway slightly to the L. on 2. 


LADY 
1, Step back with the R.F. turning on it slightly to 
the L. 
2. Close the L.F. up tv the R.F. keeping weight 
on R.F. 8 
3. Step back with the L.F. (your partner steps 
outside). 


Rise and fall. Nil. 
Contrary body movement. Used on | and 3. 
Body sway. Sway slightly to the R. on 2. 
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Tue Imperetus TuRN 
(A more advanced figure) 


GENTLEMAN 


Do 1, 2, 3, 4, of the Natural Turn, then :-— 

5. Close the R.F. back to the L.F. (heel turn) making 
three-quarters of a turn to the R. S. 

6. Short step diagonally back with the L.F. S. 

7. Step back with the R.F. turning onit tothe L.and_ 8S. 
go straight into 5, 6, 7, of the Reverse Turn. 


Rise and fall. At the beginning, rise and lower as in 
Natural Turn. On the Impetus rise at the end of 5 and 
lower at the end of 6. At the finish rise and lower as in finish 
of Reverse Turn. 

Contrary body movement. Used on I, 4, 7. 

Body sway. At the beginning sway as in Natural Turn. 
On the Impetus, sway slightly to the L. on 5 and 6. At the 
finish, sway as in finish of Reverse Turn. 
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THE IMPETUS TURN 


(A more advanced figure) 


LADY 
Do 1, 2, 3, 4, of the Natural Turn, then :-— 
5. Short step to the side with L.F. still turning. S. 
6. Brush R.F. up to L.F. and immediately take a short 
step diagonally forward with it. 8. 


7. Step forward with the L.F. turning on it to the L.  S. 
and go straight into 5, 6, 7, of the Reverse Turn. 


Rise and fall. At the beginning, rise and lower as in 
Natural Turn. On the Impetus rise at the end of 5 and 
lower at the end of 6. At the finish rise and lower as in 
finish of Reverse Turn. 

Contrary body movement. Used on 1, 4, 7. 

Body sway. At the beginning sway as in Natural Turn. 
On the Impetus, sway slightly to the R. on 5 and 6. At 
the finish, sway as in finish of Reverse Turn. 
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THe Runnine Riaut Turn 


(An advanced figure) 
GENTLEMAN 
Do I, 2, 3, 4, of the Natural Pivot Turn. §.Q.Q.8. 
Followed immediately by 1, 2, 3, of the Natural 
Turn in Slow Foxtrot counting it. 8.5.8. 
Followed immediately by 3, 4, 5, 6, of the Run- 
ning Zig-Zag. Q.Q.5.5. 


Rise and fall. Rise at the end of 1 and lower at the end 
of 3. Rise again at the end of 6 and lower at the end of 7. 
Rise again at the end of 8 and lower at the end of 10. 

Contrary body movement. Used on 1, 4, 5, 8, 11. 

Body sway. Sway slightly to the R. on 2 and 3. Sway 
slightly to the R. on 6 and 7. Sway slightly to the L. on 9 
and 10. 


LADY 


Do ], 2, 3, 4, of the Natural Pivot Turn. §.Q.Q.8. 
Followed immediately by 1, 2, 3, of the Natural 

Turn in Slow Foxtrot counting it. 5.8.8. 
Followed immediately by 3, 4, 5, 6, of the Run- 

ning Zig-Zag. Q.Q.8.8. 


Rise and fall. Rise at the end of 1 and lower at the end 
of 3. Rise again at the end of 6 and lower at the end of 7. 
Rise again at the end of 8 and lower at the end of 10. 

Contrary body movement. Used on 1, 4, 5, 8, 11. 

Body sway. Sway slightly to the L. on 2 and 3. Sway 
slightly to the L. on 6 and 7. Sway slightly to the R. on 
9 and 10. 
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THe CHARLESTON 


This movement is not used in the standard or competition 
Quickstep, but it is a movement which every good dancer 
should know. It can be used with advantage in a crowded 
ballroom and it is very enjoyable to introduce by way of a 
change. 

Begin this figure facing diagonally to the right towards 
the outside of the room. 


GENTLEMAN 


1. Step forward with the R.F. (knee straight), S. 
Relax the R. knee slightly. 

2. Close the L.F. up to the R.F. straightening the R. 
knee and keeping weight on R.F. 

Relax the R. knee slightly. 

3. Step to the side with the L.F. (knee straight). S. 
Relax the L. knee slightly. 

4. Close the R.F. up to the L.F. straightening the L. 
knee and keeping weight on L.F. S. 
Relax the L. knee slightly. 

Repeat ad. lib. 


Rise and fall. Nil. 
Contrary body movement. Nil. 
Body sway. Nil. 


When you can do the figure described above, try the 
flexing and relaxing of the knees in the Quarter Turns. 
Take this latter figure without any rise or fall. On each 
“slow’’ step, step with a straight knee and relax it immedi- 
ately. You would not attempt, of course, to use it on the 
““quicks.”” Also make the steps of the Quarter Turns much 
shorter than you would in the ordinary way. It can also 
be used on certain other figures. 


THE QUICKSTEP 


THE CHARLESTON STEP 


GENTLEMAN 


Sy 
// 


Begin 
Sf here 
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Tur CHARLESTON 
See notes on gentleman’s steps. 


LADY 


1. Step back with the L.F. (knee straight). 
Relax the L. knee slightly. 

2. Close the R.F. back to the L.F. straightening the 
L. knee and keeping the weight on the L.F. 
Relax the L. knee slightly. 

3. Step to the side with the R.F. (knee straight). 
Relax the R. knee slightly. 


4. Close the L.F. up to the R.F. straightening the R. 


knee and keeping weight on the R.F. 
Relax the R. knee slightly. 
Repeat ad. lib. 


Rise and fall. Nil. 
Contrary body movement. Nil. 
Body sway. Nil. 
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THE CHARLESTON STEP 


LADY 


Repeat 


/ 












? 
Va 


Begin 
here ~ 
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How to Construct THE QUICKSTEP 


Try to avoid walking in between each figure. 
As far as possible amalgamate the different 
figures by making the last step of one figure, the 
first step of the next. 

Use the Quarter Turns as the basis of the 
dance. To go into all the reverse figures of the 
Quickstep do so from the last step of the Quarter 
Turns. You should make the last step of the 
Quarter Turns, the first step of whichever 
reverse figure you decide to use. 

Use the Cross Chassé after the Quarter Turns, 
by making the last step of the Quarter Turns, 
the first step of the Cross Chassé. 

Follow the Cross Chassé or the Drag by the 
Quarter Turns or the Natural Pivot Turn. 

Follow the Natural Pivot Turn by the Quarter 
Tu-ng, 


Follow the Zig-Zag with the Natural Pivot 
Turr, or the Quarter Turns. 

A8 far as possible try to use right-handed and 
left-handed turns alternately: doing this will 


make,.the dance much more effective. 
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According to a dancer’s ability and experience, 
so he can add other figures, but it is much better 
to make sure of these standardized figures and 
amalgamating them before attempting anything 
more advanced. 


THE TANGO 


HE Tango is now a firmly established 

dance. It is exceedingly popular in the 

numerous dance halls throughout the 
country and is played frequently in many of the 
smarter ballrooms. 

In its most simple and teachable form, it is 
the easiest of the four standard dances. I am 
not suggesting however, that the finished or 
competition Tango is easier than the other 
dances, but I will go so far as to say that it is no 
more difficult. 

The “ track” of the Tango is to curve forward 
and backward steps inwards—slightly towards 
the middle of the floor. This involves what is 
known as contrary body movement position 
when stepping forwards with the left foot or 
back with the right. This should not be at- 
tempted until the pupil has a fair knowledge of 
the dance and can perform the first five basic 
figures with ease. 

The Tango hold differs from the other dances 
in three respects. One’s partner is held slightly 
more to one side—on the right hip; the man’s left 
forearm is bent inwards a little more, and his 
right hand is placed farther round his partner. 
This makes the hold more compact. 
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The Tango is unique in other respects. It is 
the only dance in which the feet are picked up 
ever so slightly from the floor. You do not glide 
your steps as you do in the other dances, and 
for this reason the knees are relaxed more than 
usual. If you glide your step along the floor 
you will observe that your knee is kept com- 
paratively straight, but the moment you pick 
your foot up slightly the knee must bend a little 
more. 

There is no body sway. Your shoulders must 
be parallel to the floor throughout the dance. 
Also there must be no twisting or turning from 
the waist. 

There is no rise and fall: Tango must be kept 
quite flat throughout. 

Every “slow” step should be held until the 
last possible moment before moving the other 
leg. The correct observance of this rule will do 
more than almost anything to ensure your 
— looking like a Tango. 

When you have made fair progress in this 
dance, another point to remember is that there 
is a great deal of finesse in the correct closing of 
the feet on the majority of “slow” steps such as 
the 4th step of the Promenade, 4th step of the 
Back Corté, 6th step of the Basic Reverse Turn. 
On all these closes, the right foot should be 
closed up to the left foot with a rather staccato 
movement, the right toe level with the left 
instep and turned in slightly so that the right 
knee can be tucked in to the left one. The lady 
here does not observe the counterpart, but does 
exactly the same as the gentleman. 
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THe WaLkK Forwarp 


Take a natural length step forward, picking 
the foot up ever so slightly, and when out to the 
full extent, place it down on to the heel first 

oing immediately on to the flat foot. Keep the 
tack foot behind you until the last possible 
moment before stepping forward with it. Repeat 
with the opposite leg. Each walk takes one beat 
of the music and is counted ‘“‘slow”’. (For details 
of the carriage of weight in the Walk, see the 
chapter on Balance.) 

When you are fairly proficient, endeavour to 
curve your walking steps inwards—-slightly to- 
wards the middle of the floor. This will make 
you step into a contrary body movement posi- 
tion whenever you step forward with the L.F. 
In other words, lock your thighs when you step 
forward with the L.F., and unlock them when 
you step forward with the R.F. 

This latter “locking and unlocking” should 
be applied to every normal step forward in the 
Tango, where your partner is in front of you: it 
does not apply in outside or promenade figures. 


THE WALK BACKWARD 


Swing the leg back from the hip. When out 
to the full extent, the toes should meet the 
floor first immediately lowering on to the ball of 
the foot (with the heel off the floor). Your weight 
should now be evenly balanced between your 
feet and the toes of your front foot should be off 
the floor slightly so that the pressure is on the 
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front heel. Your weight is then transferred on 
to the ball of the back foot. Continue and do not 
lower the back heel until the other foot passes it. 
Hold the front foot in front of you until the last 
possible moment before moving it back. (For 
fuller details of the carriage of weight, see the 
chapter on Balance.) Each walk takes one beat 
of the music and is counted “slow”. Repeat 
with the opposite leg. 

When you are fairly proficient, endeavour to 
curve your walking steps inwards—slightly 
towards the middle of the floor. This will make 
you step into a contrary body movement 
position whenever you step back with the R.F. 
In other words, lock your thighs when you step 
back with the R.F. and unlock them when you 
step back with the L.F. 

This latter “locking and unlocking” should be 
applied to every normal step backward in the 

ango, where your partner is in front of you: it 
does not apply in outside or promenade figures. 
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THE PROGRESSIVE Srpkr STEP 


GENTLEMAN 
1. Step forward and across slightly to the R. with the 
L.F 


2. Small step to the side with the R.F. 
3. Step forward and across slightly to the R. with the 
L.F. S. 


Contrary body movement position. Used on | and 3. 


LADY 
1. Step back and across slightly to the L. with the 
R.F. 


2. Smallstep to the side with the L.F. 
3. Step back and across slightly to the L. with the 
R.F. 


Contrary body movement position. Used on 1 and 3. 
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Tue Proaresstve Srpe Step 


GENTLEMAN 


N 


/ fo LADY 
Begin _. 
here 
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THE Basic REVERSE TURN 


GENTLEMAN 


Step forward with the L.F. turning on it tothe L. Q 
Short step to the side with the R.F. still turning. Q. 
Cross the L.F. over in front of the R.F. S 
Step back with the R.F. turning on it to the L. Q 
Short step to the side with the L.F. Q 
Close the R.F. up to the L.F. 8 


SSP eh 


Contrary body movement position. Used on | and 4. 


Notr.—On the first three steps make half a turn. On 
the last three steps make a quarter turn as described, or 
make no turn at all. 
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THe REVERSE TURN 


GENTLEMAN 
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Tue Basic Reverse Turn 


LADY 


Step back with the R.F. turning on it to the L. Q. 
Very short step to the side with the L.F. , 
S 


Q 
Close the R.F. up to the L.F. 
Step forward with the L.F. turning on it to the L. Q) 
Small step to the side with the R.F. Q 
Close the L.F. up to the R.F. 8 


CO WA G9 bo 


Contrary body movement position. Used on 1 and 4. 


Nott.—On the first three steps make half a turn. On 
the last three steps make a quarter turn as described, or 
make no turn at all. 


THE TANGO 


THe REVERSE TURN 


LADY 
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Tur Sipe PROMENADE 
This figure is taken sideways to the line of dance, 


GENTLEMAN 
1. Step forward with the L.F. in P.P. 
2. Step forward with the R.F. in P.P. 
3. Short step to the side with the L.F. 
4. Close the R.F. up to the L.F. 


Contrary body movement position. Used on 2. 


LADY 
1, Step forward with the R.F. in P.P. 
2. Step forward with the L.F. in P.P. 
3. Short step to the side with the R.F. 
4. Close the L.F. up to the R.F. 


Contrary body movement position. Used on 2. 


MOOD 


MOOD 
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Tur SiIpE PROMENADE 


GENTLEMAN 








wk 
Ap” 





LADY 
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Tur Bacx Cortt 


GENTLEMAN 


1. Step back with the L.F. 

2. Step back with the R.F. turning very slightly to 
the L. 

3. Small step to the side with the L.F. 

4, Close the R.F. up to the L.F. 


Contrary body movement. Used on 2. 


LADY 


Step forward with the R.F. 

Step forward with the L.F. turning very slightly 
to the L. 

Small step to the side with the R.F. 

Close the L.F. up to the R.F. 


Pe 


Contrary body movement. Used on 2. 


2OOo Mm 


NOO 7 


THE TANGO 
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THe NaturaL TURN 
(also known as the Natura. Twist TURN) 


(A more advanced figure) 
Begin this figure sideways to the line of dance. 


Many readers will wonder, perhaps, why the Natural 
Turn is taken from the promenade position beginning 
sideways to the L.0.D., instead of, as with all other dances, 
a step forward with the R.F. for the gentleman, and a step 
back with the L.F. for the lady, into the L.O.D. It is simply 
because, as explained in the Walk, the track of the Tango 
is to curve inwards—slightly towards the middle of the 
room. As a consequence of this it would be rather un- 
natural to turn to the R., from a step forward with the R.F. 
for the gentleman and a step back with the L.F. for the 
lady. 


GENTLEMAN 
1. Step forward with the L.F. in the promenade 
position. 8. 
2. Step forward with the R.F. in the promenade 
position turning on it to the R. Q. 
3. Step to the side with the L.F. still turning. Q. 
4. Cross the R.F. behind the L.F. with feet apart 
(back to L.O.D.). S. 
5. ) Swivel three-quarters of a turn to the R. finishing 
6. with weight on the R.F. Q.Q. 
After this go straight into the Side Promenade, 
or the Back Corté. 


Contrary body movement position. Used on 2 and 6. 


mo fs 
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THE NaTuRAL Turn 


(also known as the NaTuRAL Twist Turn) 


(A more advanced figure) 


LADY 


Step forward with the R.F. in the promenade 
position. 

Step forward with the L.F. in the promenade 
position. 

Step forward with the R.F. 

Step forward with the L.F. preparing to step out- 
side partner. 

Step forward with the R.F. outside partner turning 
on it to the R. 

Close the L.F. up to the R.F. still turning. 
After this go straight into the Side Promenade, 
or the Back Corté. 


Contrary body movement position. Used on 2 and 5. 


® 


fp nm ©© » 
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THe Oren Reversze TURN 


This figure can be used in two or three different ways. 
The best way is to do 1, 2, 3, (described below) leading 
partner outside on 3, and then finish with 4, 5, 6, of the 
Basic Reverse Turn, making no turn on the latter so that 
the gentleman finishes with his back to the L.O.D. 


» 


GENTLEMAN 


Step forward with the L.F. turning on it tothe L. Q. 
Step to the side with the R.F. still turning. Q. 
Step back with the L.F. bringing partner outside 

(or keeping partner in front of you). S. 
Step back with the R.F. turning on it to the L. Q. 
Very short step to the side with the L.F. Q. 
Step forward with the R.F. outside partner (or in 

front of partner). S. 


SAP te 


Contrary body movement position. Used on I, 3, 4, 6. 
(If partner is kept in front then C.B.M.P. is only used on 
1 and 4.) 


LADY 


Step back with the R.F. turning on it to the L. Q. 

Close the L.F. back to the R.F. turning from R. 
heel on to L. heel (heel turn—feet slightly apart). Q. 

Step forward with the R.F. outside partner (or in 
front of partner). 8. 
Step forward with the L.F. turning on it to the L. Q. 
Step to the side with the R.F. Q. 
8. 


ear S| Ne 


Step back with the L.F. your partner steps outside 
(or in front). 


Contrary body movement position. Used on I, 3, 4, 6. 
(If your partner keeps you in front of him, then C.B.M.P. 
is only used on | and 4.) 
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Tus Oprn PROMENADE 


Begin this figure sideways to the line of dance, 


GENTLEMAN 
1. Step forward with the L.F. in the promenade 
position. 
2. Step forward with the R.F. in the promenade 
position. 


3. Close the L.F. up to the R.F. 

4, Step to the side with the R.F. 
After this go straight into the Progressive Side 
Step, curving it round into the L.0.D. 


Contrary body movement position. Used on 2. 


LADY 


1. Step forward with the R.F. in the promenade 
position. 

2. Step forward with the L.F. in the promenade 
position, turning slightly to the L, 

3. Very short step to the side with the R.F. 

4, Step to the side with the L.F. 
After this go straight into the Progressive Side 
Step. 


Contrary body movement position. Used on 2. 
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THe Open PROMENADE (finishing outside partner) 
Begin this figure sideways to the line of dance. 


GENTLEMAN 
Do 1, 2, of the Side Promenade. S. 
3. Short step to the side with the L.F. 
4. Step forward with the R.F. outside partner. 
After this go straight into the Progressive Side 
Step. 


Contrary body movement position. Used on 1 and 4. 


LADY 


Do 1, 2, of the Side Promenade. 5.Q. 


3. Short step to the side with the R.F. 

4, Step back with the L.F. (your partner steps out- 
side). 
After this go straight into the Progressive Side 
Step. 


Contrary body movement position. Used on 1 and 4. 


nOO 
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NATURAL PROMENADE TURN 


Begin this figure facing the outside of the room—the 
wall. Make a complete turn in this figure or if used on a 
corner three-quarters of a turn. 


GENTLEMAN 


Step forward with the L.F. in P.P. 

Step forward with the R.F. in P.P. turning on it 
to the R. 

Step to the side with the L.F. still turning. 

Step forward on to the R.F. still turning. 
Then go straight into the Side Promenade. 


a 
nO 


Contrary body movement. Used on 2 and 4. 


LADY 


Step forward with the R.F. in P.P. 
Step forward with the L.F. in P.P. 
Step forward with the R.F. turning on it to the R. 
Step back on to the L.F. still turning. 
Then go straight into the Side Promenade. 


a ee a ae 
ROOD 


Contrary body movement. Used on 2 and 4. 
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THE Rock (No. 1) 


This figure may be used when the gentleman is in a 
position to go backwards with his L.F. 


GENTLEMAN 
1. Step back with the L.F. preparing to rock. Q. 
2. Rock forward on to the R.F. Q. 
3. Rock back on to the L.F. 8. 


There are one or two alternative endings. The most 
usual is to do 4, 5, 6, of the Basic Reverse Turn. 


Contrary body movement position. Nil. 


LADY 


1. Step forward with the R.F. preparing to rock. 
2. Rock back on to the L.F. 
3. Rock forward on to the R.F. 


M&O 


Contrary body movement position. Nil. 
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THE Rock (No. 2) 


This figure may be used when the gentleman is in a 
position to go backwards with his R.F. 


GENTLEMAN 


1. Step back with the R.F. preparing to rock. 

2. Rock forward on to the L.F. 

3. Rock back on to the R.F. 
There are one or two alternative endings. The 
most usual is to go straight into the Back Corté. 


ROD 


Contrary body movement position. Used on 1] and 3. 


LADY 


1. Step forward with the L.F. preparing to rock. 
2. Rock back on to the R.F. 
3. Rock forward on to the L.F. 


MOO 


Contrary body movement position. Used on 1 and 3. 
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THE Rock TuRN 


GENTLEMAN 


Step forward with the R.F. turning on it to the R. 
Step to the side with the L.F. preparing to rock. 
Rock forward on to the R.F. still turning slightly. 
Rock back on to the L.F. 
Then go straight into 4, 5, 6, of the Basic Reverse 
Turn. 


a ale a -a 


Contrary body movement. Used slightly on 1. 


LADY 


Step back with the L.F. turning on it to the R. 
Step to the side with the R.F. preparing to rock. 
Rock back on to the L.F. still turning slightly. 
Rock forward on to the R.F. 
Then go straight into 4, 5, 6, of the Basic 
Reverse Turn. 


ae ae 


Contrary body movement. Used slightly on 1. 


pent fuel 
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THz Progressive Sipz Stee Reverse Turn 
(An advanced figure) 


GENTLEMAN 


Step forward and across slightly to the R. with 
the L.F. turning on it to the L. 

Small step to the side with the R.F. still turning. 

Step forward and across slightly to the R. with 
the L.F. 

Step forward with the R.F. 

Step back with the L.F. (ready to rock). 

Rock forward on to the R.F. 

Rock back on to the L.F. 

Step back with the R.F. turning on it to the L. 

! After this go straight into 


ae 


ot 


the Progressive Side Step 

turning on it to face the L.O.D. 
Another alternative ending is—after No. 7, go 
into 4, 5, 6, of the Basic Reverse Turn. 


H Sons 
mPOHnnOOnm Of 


Contrary body movement position. Used on 1, 3, 8, 9, 11. 
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Tre ProagresstvE Srpr Steer REVERSE TuRN 
(An advanced figure) 


LADY 


1. Step back and across slightly to the L. with the 
R.F. turning on it to the L. 

Small step to the side with the L.F. still turning. 

Step back and across slightly to the L. with the 
R.F. 

4, Step back with the L.F. 

5. Step forward with the R.F. (ready to rock). 

6. Rock back on to the L.F. 

7. Rock forward on to the R.F. 

8. 

9. 

0. 

1. 


go bo 
Of 


¢ 


Step forward with the L.F. turning on it to the L. 
After this go straight into 
10. ) the Progressive Side Step 
11. turning on it so that you finish with your back to 
the L.0.D. 
Another alternative ending is—after No. 7, go 
into 4, 5, 6, of the Basic Reverse Turn. 


m 2OnnfOomm 


Contrary body movement position. Used on 1, 3, 8, 9, 11. 
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How To Construct THE TANGO 


Avoid using walking steps in between the 
different figures as much as possible. At the 
most never use more than two walking steps at a 
time. 

After the Progressive Side Step do one walk 
forward on the R.F., and then go into a reverse 
turn, or, make a quarter turn to the R. on the 
R.F. and go into one of the promenades. 

After a reverse turn (which has finished with 
the feet closed together) go into a promenade if 
you are sideways to the line of dance, or into a 
Back Corté if you have your back to the line of 
dance. 

After a Side Promenade go straight into the 
Progressive Side Step, or follow it with an Open 
Promenade, or a Natural Turn. If you are near 
the end of the room—the corner—go straight 
into a Back Corté. 

After a Back Corté, if you turn slightly on the 
second step, you will be in the correct position to 
go into a promenade. 

After a Natural Turn go straight into a 
promenade or a Back Corte. 

The figures can be mixed up in many different 
ways. According to a dancer’s ability and 
experience, so he can add other figures, but it is 
much better to make sure of these standardized 
figures and amalgamating them before attempt- 
ing anything more advanced. 


THE BLUES 


HAVE classed the Blues as a semi 
standardized dance. This means to say that 
it is not recognized in the same way as the 
four standard dances are. It is however, impor- 
tant from the point of view of crowded ball- 
rooms, and also for teaching to the pupil who 
has neither the time nor the ability to learn the 
Slow Foxtrot. The Slow Foxtrot is not a 
practical dance unless you have the room and 
the space in which to dance it; also it is a difficult 
dance and looks very ungainly unless danced 
well. As a consequence the Slow Foxtrot is out 
of the question in the smart and crowded ball- 
rooms. In place of the long gliding three-steps, 
we have to substitute chassés which take up far 
less room. It is much more like a Quickstet 
danced slowly with a slightly different move- 
ment. 
I am giving what I think to be the best and 
most useful figures to use in this dance. 


THE WALK ForRWARD 


Do the Walk as in the Slow Foxtrot, but as one 
foot passes the other relax the back knee slightly 
and gradually. This gives a lilt to it. Eact 
walking step takes two beats of the music anc 


is counted ‘“‘slow’’. 
160 


THE BLUES 161 
Tue WatK BACKWARD 


Do the Walk as in the Slow Foxtrot, but as one 
foot passes the other relax the front knee 
slightly and gradually. This gives a lilt to it. 
Each walking step takes two beats of the music 
and is counted “‘slow’’. 


THe CHASSES 


These may be taken in different ways but it is 
always, a step with one foot, close the other 
foot up to it, then move the original foot again. 
A chassé is counted quick, quick, slow, and takes 
four beats of the music. In the different figures 
where they are used, they are clearly described. 

In every chassé, rise at the end of the first 
quick step, and lower at the end of the second 
quick step. 
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1. 
2. 
Chassé 3. 
4. 
5. 
Chassé 6. 
7. 
8. 


Toe Narorat Turn 


GENTLEMAN 


Step forward with the R.F. turning on 
it to the R. 


Step to the side with the L.F. still 


turning. 


Close the R.F. up to the L.F. 
Step back with the L.F. turning on it 


to the R. 


Step to the side with the R.F. 
Close the L.F. up to the R.F. 
Step to the side with the R.F. 


Brush the L.F. through (close to the 
R.F.) and step forward with it. 


> 


noon Of p 


S. 


Make about half a turn on 1, 2, 3, and just over a quarter 


of a turn on 4. 


Contrary body movement. Used on I, 4, 8. 


1. 

2 

Chassé { 3 
\¢ 

{ 5. 

Chassé < 6. 
7. 

8. 


LADY 


Step back with the L.F. turning on it 
to the R. 

Step to the side with the R.F. still 
turning. 

Close the L.F. up to the R.F. 

Step forward with the R.F. turning on 
it to the R. 

Step to the side with the L.F. 

Close the R.F. up to the L.F. 

Step to the side with the L.F. 

Brush the R.F. through (close to the 
L.F.) and step back with it. 


nan nOOn OO Z 


Make about half a turn on 1, 2, 3, and just over a quarte 


of a turn on 4. 


Contrary body movement. Used on 1, 4, 8. 
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THe REVERSE TURN 


This figure is the same as the Chassé Reverse Turn in the 
Quickstep, except that the gentleman substitutes a chassé 
for the “heel pivot” on the last part. 


GENTLEMAN 
1. Step forward with the L.F. turning on 
it to the L. 
2. Step to the side with the R.F. still 
{ turning. 


Chassé | 3. Close the L.F. up to the R.F. 


4. Step back with the R.F. turning on it to 
the L. 
5. Step to the side with the L.F. 
Chassé +6. Close the R.F. up to the L.F. 
] 7. Step forward with the L.F. 


2ROfPDR Of MR 


Make about half a turn on 1, 2, 3, and just over a quarter 
of a turn on 4, 5, 6. 
Contrary body movement. Used on I, 4, 7. 


LADY 
1. Step back with the R.F. turning on it 
to the L. 
2. Step to the side with the L.F. still 


3. Close the R.F. up to the L.F. 
4. Step forward with the L.F. turning on 
it to the L. 


Chassé turning. 


\5. Step to the side with the R.F. 
Chaasé 6. Close the L.F. up to the R.F. 
7. Step back with the R.F. 


PON Of m 


Make about half a turn on 1, 2, 3, and just over a quarter 
of a turn on 4, 5, 6. 
Contrary body movement. Used on l, 4, 7. 
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THe QUARTER TURNS 


This figure is the same as the Quarter Turns in the Quick- 
step except that the gentleman substitutes a chassé for 
the “heel pivot”’ on the last part. 


GENTLEMAN 


Begin this figure facing diagonally to the wall. 


l. 


| 7. 
Chassé 


Step forward with the R.F. turning on 
it to the R. 

Step to the side with the L.F. still 
turning. 

Close the R.F. up to the L.F. 

Step diagonally back with the L.F. 

Step back with the R.F. turning on it 
to the L. 

Step back with the R.F. turning on it 
to the L. 

Step to the side with the L.F. 

Close the R.F. up to the L.F. 

Step forward with the L.F. 


nPOn nm ROD wm 


Make a quarter turn to the R. on 1, 2, 3, 4, and a quarter 
turn to the L. on 5, 6, 7, 8. 
Contrary body movement. Used on I, 5, 8. 
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THE QUARTER TURNS 


LADY 
1. Step back with the L.F. turning on it 
to the R. 
2. Step to the side with the R.F. still 
turning. 


Chasse Close the L.F. up to the R.F. 


3. 

4. Step diagonally forward with the R.F. 

5. Step forward with the L.F. turning on 
it to the L. 

6. Step to the side with the R.F. 

Chassé (7. Close the L.F. up to the R.F. 

8. Step back with the R.F. 


ROOD ROD m 


Make a quarter turn to the R. on 1, 2, 3, 4, and a quarter 
turn to the L. on 5, 6, 7, 8. 
Contrary body movement. Used on 1, 5, 8, 
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Tas Sipz CaHass& (TO THE RIGHT) 


GENTLEMAN 


1. Stepforward with the L.F. 
2. Step to the side with the R.F. 
Chassé 3. Close to the L.F. up to the R.F. 
4. Step to the side again with the R.F. 
5. Brush the L.F. through (close to the 
R.F.) and step forward with it. 


Contrary body movement. Used on I and 5. 


LADY 


Step back with the R.F. 

Step to the side with the L.F. 

Close the R.F. up to the L.F. 

Step to the side again with the IL.F. 

Brush the R.F. through (close to the 
L.F.) and step back with it. 


Chassé 


OU ee ae 


Contrary body movement. Used on 1 and 5. 


mw neon 


nm NEO 
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Tas Sipe Caassf& (TO THE LE¥T) 


GENTLEMAN 
1. §Step forward with the R.F. B. 
2. Step to the side with the L.F. Q. 
Chasaé 3. Close the R.F. up to the L.F. Q. 
4. Step forward and slightly across to the 
R. with the L.F. 8. 
Contrary body movement. Used on | and 4. 
LADY 
1. Step back with the L.F. Ss. 
2. Step to the side with the R.F. Q. 
Chaasé 3. Close the L.F. up to the R.F. Q. 
4, Step back and slightly across to the L. 
with the R.F. 8. 


Contrary body movement. Used on | and 4. 
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THe Cross CHassf 


This figure is the same as the Cross Chassé in the Quickstep. 


GENTLEMAN 
1. Step forward with the L.F. 8. 
2. Step to the side with the R.F. Q. 
Chassé 3. Close the L.F. up to the R.F. Q. 
4. Step forward with the R.F. outside 
your partner. 8. 
Contrary body movement. Used on 1 and 4. 
LADY 
1. Step back with the R.F. 8. 
2. Step to the side with the L.F. Q. 
Chassé 3. Close the R.F. up to the L.F. Q. 
4. Step back with the L.F. 8. 


Contrary body movement. Used on I and 4. 
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Tue Sipe Srsep 


(A Charleston type of movement is introduced in this 
figure. Keep all the steps flat, in a similar manner to walk- 
ing.) Each step takes one beat of the music. 

This figure is taken sideways to the line of the dance, with 
the gentleman facing the wall the whole time. 


Step to the side with L.F. Weight on L.F. 

Close R.F. up to L.F. relaxing knees. Weight on R.F. 
Step to side again with L.F. Weight on L.F. 

Close R.F. up to L.F. relaxing knees. Weight on L.F. 
Step to side with R.F. Weight on R.F. 

Close L.F. up to R.F. relaxing knees. Weight on R.F. 


Sr oh 


Contrary body movement. Nil. 
This figure may also be used turning. Turn to the R. 
alightly as the feet are closed on 4 and 6. 


THE RUMBA 


HE Rumba is what one might term a 
novelty dance. It is only of use to the 
keen dance fan. 

During the past year or two Rumba music has 
been featured by most of the dance bands and 
as a consequence many people wish to know 
how best to interpret this rhythm on a dance 
floor. There are several versions of this dance, 
but the one described below is the most popular. 
It is the one which is danced on the Continent 
and in America. 

Rumba music is written in 4/4 time and 
should be played at about 44 bars to the minute. 
The slow steps take two beats of the music and 
the quick steps one beat. It is usually danced 
with the gentleman holding his partner slightly 
away from him, but this is an optional point 
and need not be enforced. 
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SASS hy > 


Se ae Sar 


THE RUMBA 


Basico FIGURE (FORWARDS) 


Step forward with R.F. keeping the knee straight. 


Bend R. knee very slightly. 
Short step to side with L.F. 
Close R.F. up to L.F. relaxing knees slightly. 


Step forward with L.F. keeping the knee straight. 


Bend L. knee very slightly. 
Short step to side with R.F. 
Close L.F. up to R.F. relaxing knees slightly. 


Basic FIGURE (BACKWARDS) 


Step back with L.F. keeping the knee straight. 
Bend L. knee very slightly. 

Short step to side with R.F. 

Close L.F. up to R.F. relaxing knees slightly. 
Step back with R.F. keeping the knee straight. 
Bend R. knee very slightly. 

Short step to side with L.F. 

Close R.F. up to L.F. relaxing knees slightly. 
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£2 2G 


PH 2H @Z 


Whilst the gentleman is doing the Basic figure forwards, 


the lady is doing the Basic figure backwards and vice- 
versa. 
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Tue SQUARE (RIGHT) 


This figure is taken forwards and backwards in the same 
lace. 
1, Step forward with R.F. keeping the knee straight. 8. 
Bend R. knee very slightly. 
Short step to side with L.F. Q. 
Close R.F. up to L.F. relaxing knees slightly. Q. 
Step back with L.F. keeping the knee straight. _§. 
Q. 
Q. 


Ae St 


Bend L. knee very slightly. 

Short step to side with R.F. 

Close L.F. up to R.F. relaxing knees slightly. 
Repeat ad. lib. 


The lady’s steps are the opposite. 


é 


oO ~J 


Tue SQUARE DESCRIBED ABOVE IS USED AS A NATURAL 
Turn. Turn slightly to the R. on 1 and 5. This turn is 
non-progressive. You should take about 3 squares turning, 
to get round once. 


THE SQUARE (LEFT) 


This figure is taken forwards and backwards in the same 
place. 
Step forward with L.F. keeping the knee straight. S. 
Bend L. knee very slightly. 
Short step to side with R.F. 
Close L.F. up to R.F. relaxing knees slightly. Q. 
Step back with R.F. keeping the knee straight. S. 
Bend R. knee very slightly. 
Short step to side with L.F. Q. 
Close R.F. up to L.F. relaxing knees slightly. Q. 


The lady’s steps are the opposite. 


See he SS 


THE SQUARE DESCRIBED ABOVE IS USED AS A REVERSE 
Torn. Turn slightly to the L. on 1 and 5. This turn is non- 
progressive. You should take about 3 squares turning, to 
get round once. 
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Tur Port Step 


Step forward with R.F. keeping the knee straight. S. 

Bend R. knee very slightly. 

Point L.F. to side keeping weight on R.F. and 
straightening R. knee. 8. 

Bend R. knee very slightly. 

Step forward with L.F. keeping the knee straight. 

Bend L. knee very slightly. 

Point R.F. to side keeping weight on L.F. and 
straightening L. knee. s. 

Bend L. knee very slightly. 


SSeS. wht 
oa 


Sad 


The lady’s steps are the opposite. 
THe CuBAN ROLL 


Do I, 2, 3, 4, of the Square (right) turning to the R. then: 


1. Step back with the L.F. using strong C.B.M. 8. 
2. Very short step back with R.F. (just passing L.F.). Q. 
3. Very short step back with L.F. (just passing R.F.). Q. 
4. Step back with the R.F. using strong C.B.M. S. 
5. Very short step back with L.F. (just passing R.F.). Q. 
6. Very short step back with R.F. (just passing L.F.). Q. 


Repeat ad. lib. Finish with 5, 6, 7, 8, of the Square 
(right) turning to the R. 


The lady’s steps are the opposite. 
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THe Cuban SipE Step 
This figure is taken sideways to the L.O.D. 


Do 5, 6, of the Basic Figure (forwards) then :— 
Short step to side with R.F. 

Close L.F. up to R.F. opening into P.P. 

Step forward with R.F. in P.P. 

Balance back on to L.F. 

Close R.F. back to L.F. 

Step to side with L.F. 

Balance back on to R.F. 

Close L.F. back to R.F. opening into P.P. 
Step forward with R.F. in P.P. 

Close L.F. up to R.F. keeping weight on R.F. 
Step to side with L.F. 


Po ee a ee 


fot fen 


Repeat ad. lib. 


The lady’s steps are the opposite. 


nAROOUOL NOOO 


